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PACIIOPEA / SCHEDULE

METAK, 12, anpua / FRIDAY, April, 12
KamepHa caaa, npsu cripat / Chamber room, first floor

10.00--11.00 Perncrpanmja yuecunka / Regisivation of the Pasticipants
i1.00-11.30 Cevano orsaparse nayunor ckyra Tpaduyuja xao uncnupayuja / Oponing
cevemony of the scieatitic meeting Tradilion as fuspiraiion
ITpomonnja usaatba 3dopHMKa pajosa ca HayqHOT ckyna Tpaduyuja xao
wnermpayuja 2017 / Promotion of the edition of the collection of papers from the
scientific conference Tradition as nspivation 2017
11.30-13.30 Tlaenapua rpeaasaisa / Plenary sessions
" Ap Visan Myan (Ivan Moody), (Ancabos, Hopryraa / Lisbon, Portugal)
East is West and South is North
= Ap baanxa borynosuh (Beorpaa, Cpbuja / Belgrade, Serbia)
Cognition in composing contemporary art music

15.00-17.00 Cecuja riocsehiena Baaan C. Muaomesuhy (Kamepua caza) / Session devoted to
Viade 5 Milosevie (Chamber room)

15.15-17.00 Ernomysuxoaoruja (yumonmiza 6p.9), 1. cecnja / Fthnomusicology (classroom 9),
Tst session

15.00-17.00 Mysmuka rreqarorsja {(ywrounnma 6p.2), 1. ceenja / Music pedagogy (classroom 2),
Tal session

18.00-19.00 Kowmiept Tpaduyuja ua cyenn, ro sanmcnma meaorpaca 20. sujexa (Barcku asop)
[ Concert Tradition on the scone, by 20th century melographic records (Ban's Paloce)

20.00 Beuepa 3a yuecHuxe ckymia (xorea Bocna) / Dinner for Conference Participants
(hotel Bosna)

CYBOTA, 13. aipuia / SATURDAY, April, 13

09.30-11.00 Ernomysnxoaoruja (yumonnua 6p.9) 2. cecuja / Ethnomasicology (classroom 9,
Zndd session

09.30-11.00 Mysnuka rieaarormja (yunonntia 6p.2) 2. cecuja / Music pedagogy (classroom 23,
Ind session

(9.30-11.00 Mysuxoaormja (Kamepsa caaa) 1. cecuja / Musicology (Chamber room),
[t session

11.00-11,15 I'Maysa za kadpy / Coffee break

11.15-12.45 Ernomysuxoaoruja (yuuonnua 6p.9) 3, cecuja / Ethnomusicology {classroom 9),
e susston
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11.15-12.45 Myaukoaoruja (Kamepna caaa), 2. cecuja / Musicology (Chamber roomy,
2nd session

11.15-12.45 Myzwuuxa Teopuja (yunonuna 6p.2), 1. cecuja [ Music theory {lassroom 2),

1st session
12.45~14.00 ITaysa sa pyuak / Lunch break

14.00-14.45 Kamepna caaa [ Chamber room

Tarjana ITlredgatmu (ITryj-Opmosk, Caosennja): Msmeby noxsaae u sabopasa: Visan bajae
(1855-1920) m merosu neyoObuuajern Mysuaky yacpyMentu / Tatjana Stefanic (Phuj-Ormo?,
Sloveniay Med hvalo in pozabos Tvan Bajde (1855-1920) in njegovi nenavadai glasbeni izomi
/ Between praise and oblivion: Tvan Bajde (16551 920y andd his unusual musical inventions

14.45-16.15 Mysuxoaoruja (Kamepha caaa) 3. cecuja / Musicology {Chatber room),
Srd session
14.45-16.15 Mysuuxa Teopuja (yauonuia 6p.2) 2. cecrja / Music theory (classroom 9),

2nd session
16.15-16.30 TTaysa 3a kady / Coltee break

16.30-18.00 Mysuxoaoruja (Kamepua caza), 4. cecuja / Musicolopy (Chamber room),
Ath session

16.30-18.00 Mysuuka reopuja (yamonua 6p.2) 3. cecuja / Music theory (classroom Y),

Jrel session
20.00 Konrepr koMnosutopa canpeMene mysuke (Mysej PenryBanke Cpricke), (kaapup
xomrozuropa Baage C. Muaomesuha) / Concerl of composers of contersporary music
(Museun of the Republic of Stpska), (piane of composer Viado 5 Milosevic)

HEAE/bA, 14. anpwa / SUNDAY, April, 14

09.30-11.00 Mysuuxa reaaroruja (yamonuna 6p.2), 3. cecuja [ Music pecdagogy (classroorm 23,

Ard session

11.00-11.15 I'Taysa aa xady [ Coflee break
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MPOIPAM HAYUHOTI CKYIIA
PROGRAM OF THE SCIENTIFIC MEETING

IMETAK, 12. anpua / FRIDAY, April, 12

15.00-17.00 Cecuja nocsehena Baagu C. Muaomesuhy (Kamepna caza) / Bession
devoted to Viado S. Milosevic (Chamber room)

[peacjeaasa / Chair: ap Canga Aoaux

Cama Ilyman, MA u ap Mapuja Aymrmh Buaotujesuh: Jururaansanyja
marHeTodOHCKHX Tpaka Baase Muaowresiha: PesyaTaTi i NepClieKTHse / Digitization of
magnetic tapes of Vlado Milosevic: Results and Perspectives

Ap Baaenruna Jyruna: Poakaopue yuroHapje y ajeanma Baase Muaomesnha u Bojuna
KomaauHe Koja cy MHCOVpUCaHa noesyujom Maxa dusaapa / Folklore Intonations in the

works of Vlado Milosevic and Vojin Komadina Inspired by Wak Dicdar's Poctey

Mp Bumana Cvanaaruh: PopmaaHO-CTPYKTYyPHA aHaAU3a Caurte 3a 0BOY 1 ryauxu
opxectap Baage C. Muaomesuha / Formal-structural analysis of the Suite for Oboe and
String Orchestra by Vlade S. Milosevic

Mp T'opaana Fpyjuh, Jdasua Mactukoca, MA: Mysnuxe UMIIpecHje ¥ CHMQOHM]CKO]
rioemu Baroa Ayica 1969 Baage C. Musowesvha / Music impressions in symphonic poem
Banjn Luka 1969 of Viadeo S. Milosevic

Pagoct lazorsa Kpruayh, MA: Oanoc us3melly My3uHKOr 1 HOETCKOT Y [Tem njecama 3a 2aac
1 Kaasup Baaae Mutaoresirha / The relation between music and poetry in Viado Milosevic's
live Songs for voice and pinno

Ap Canaa Aoauk, mp 3opan Huxoauh, mp Canra Iasaoswuh: , AconaHrie 1
pemunucLene” ca Atoca — cuMOHMICKA TTOeMa Xuaendap Baage C. Muaomesuha /
v Assonanee aed Reminiscences” from Athos - Symphonic Poem Hilendar by Viado S,
Millosevic

15.15-17.00 Ersomysukoaoruja (yauonuna 6p.9), 1. cecuja / Ethnomusicology
(classroom 9}, Ist session
Mpeacjeaasajy / Chairs:
ap Aparnna Manuh Kamanexn i
ap Becna Kapus

BuoaeTa Joxuh, MA: Casanjcka cesaaaniika y ussohermy u kasusarsy Pajka Cumeyiiosuha
- IpUMep HaAHAIMOHAAHOCTH jeAHe Mysuuke rpaxce / Seodalinka with saz accompaniment,
interpreted by Rajko Simeunovic —an example of transnationality of a music practice




Ap Carmpa Pagunosuh: Kako cam Mpesxkom roxsatasa nsrybOsene Cokoaose, MAK: O HEKUM

eTHOMY3UKOAOUIKMM HOTeHIMjaauma ,cajbep-cadpapuja” / How I captured the lost Sokolovi
Calconstwith the Web (or: aboul some ethnomusicolorical polentinls of “evher-ealarv

Z It ) 3 i J R

Maja /b. Paausojesuh, MA: Baanika mysuka Xomosa y saocrasurruan Oamsepe
Maaaenosuh / Vlachs music of Homolje in the legacy of Olivera Miadenovic

Ap Baaamnmp Jarescku: XKenckn obpean osopku 5o Make0HcKata €THOKOPeo.10cKa
xaacuuxamja / Women’s ritual progressions in the Macedonian etnochoreological
classification

15.00~17.00 Mysumuka neaaroruja (ysvormiza 6p.2), 1. cecuja / Music pedagogy
(classroom 2), 1st session

Hpeacjegasa / Chair: mp Caapuma Caysuh

Mp Jeaena AyGmennh, bumsana Bojxuh: Ynorpeba necama, npumepa us Mysmuake
AUTEPATYPe M MHCTPYKTMBHUX IPUMEPa Y PUTMUYKUM ITPUPYIHAITUMA 38 OCHOBHY
myaiuky 1mkoay y Cpouju (1983-2015) / Using Songs, [xamples from Music Literature and
[nstraction Models from Handbooks for Rhythm for Primary Music Schools in Serbia (1983-
2019)

Mp Aywaz Epak: Metoamuxe riocraske purMUIKnX Gpurypa y NPUPYYHMLAMa CPTICKUX
ayTopa HPUMJeUBAIMX Y HACTaBY MY3UUKe IIMCMEHOCTH ¥ BocaHCKOXepLeroBauKumM
mkoaama 04 1918. a0 1939. rogune. / Methodical setlings of rhythmic figures in the
handbooks by Serbian authors which were being applied in the teaching of musical literacy
in the schools in Bosnia and Terzegovina from 1918 to 1939,

Mapuja Hophesul; 4p Muomupa M. Hyphaumosuh; ap Coma Lperkosuh: Myanuxo
obpasoBarbe 1 BAHHIKOACKE AKTMBHOCTHM KaO TIOACTMIEA] PA3BOojy My3UUKMX KOMITETEHIIVja
yueHuka / Music education and extracurricular activities as an incentive for the development
of musical competences of students

Mp Caasnua I'aysul; Mupjam Mapkosmh, MA: ¥aora njesama y HO4eTHO| HacTapu
rutape / The role of singing in the initial teaching of guitar

/bumara Bojxuh, mp Jeaena /ly6mesuh: YnosHasaibe AeKOBUTHX cBojcTaBa Bribaka

ynorpeGom gedjux rrecama, 6pojasnna u 6psaanua / Usage of Children’s Songs, Counting
Rhymes and Tongue-Twisters to Introduce Medicinal Properties of Ferbs

13
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CYBOTA, 13. anrpuia / SATURDAY, Aprii, 13

09.30-11.00 Ereomysuxoaoruja (yunoHuua 6p.9), 2. cecuja / Ethnomusicology
(classroom 9), 2nd session
Ipeacjeaana / Chair: op 3aaTa Mapjanosuh

Tarjana Itedarnu [loxyira) ripukasa Georpaackor u capajesckor Aofa cAoBeHauKIX
rpajuresHa BUOAMHA Makcumuaujana Cxasapa u Baaxka JdemMutapa crapujer / TPokusajoorta

beogradskog i sarajevskoy duba slovenaikil graditelja violina Maksimilijana Skalarja t Blaza
Demdarja starijep/ Two Slovene La thiers, Maksimilijun Skrabar and Blaz Demsar senior,

During Belgrade and Sarajevo Periods

Bopucaas Mumxosuh, MA: TTpoGaemi TEpMUHOAOTIKOT oapebersa uncrpymenra Qppyae
Y KOHTEKCTY FeHOT MCTOPUJCKOT CaraeAanatba / Problems of terminological determination of
frula in the context of the historical prevalence of the instrument

3opan Boraanosuh, MA: Tpaauuionaaxy My3uakit MHCTPYMEHT mamOypa: IMeToxXuIaHa
casria 13 Bauxe / Tradicional music instrument tambura: Backa five-string samica

Ap 3aata Mapjanosuh: Rigoletto meby mjecmama sq y Opymeo; yAOra XapMOHMKE i
tpaautuju Boke xoropeke / Rigoletto between society songs: the role of the accordeon in the
traditional music in Boka kotorska

09.30-11.00 Mysuaka reaaroruja (yanonnna 6p.2), 2. cecuja / Music pedagogy
(classroom 2), 2nd session
Ipeacjeaasa / Chair: mp Cawa Ilasaoeuh

Ap Visana Xpnxa Bermxosaiy; 4p Visaxa Apobun: 3opucaasa M. Bacusesuh: Wcekyersa u
artauxaruje Hyrapeke Hacrase coadeba y CPIICKO] TIeAATOIIKO] AUTePaTy pit | Zovislava M.
Vasiljevie: Experiences and applications of Bulgarian teaching solfeggio in Serbian
pedagogical fiterature

Aaexcauapa Bpanxosuh, MA: Cpncka HapOAHa f1ecMa y METOAMIKOM HPUMCTYILY HACTaBK
[IOUETHOT MY3NUKOT OITUCMEIbaBarba 30pucaane Bacuaesuh / Serbian folk song in
methodical approach to teaching initial musical literacy by Zoristava Vasiljevic

Mp Canra Ilasaosub, mp Caasuria Taysuh: 3opucaasa M. Bacuaesuh - pedopmaTop
TIpoeca My3IMUKOT ONMCMErhaBarba Ha TIpoCTopy Perny6auke Cpricke / Zorislava M.
Vasiljevic - the Reformer of the Process of Musical Literacy in the Republic of Srpska

Mp Aparana Togoposuh: Kateapa 3a coadeho u mysnuxy nejarorujy Paxyarera
My31uKe yMETHOCTH Y beorpaay — CTOXePp CPIICKOT BUCOKOF MY3UYKO-TIEAATOIIKOT
obpasosatsa / Solleggio and Music pedagogy Department of Faculty of Music in Belgrade -
pivot of Serbian musical-pedagogical high education

Ap Visana ApoOm: [lepcrexTyse Hacrase coadeba y Cpbuju - rpajuiimja y AUIATaiHoM
A0By / Pespectives of Solfeggio teaching in Serbia — tradition in the digital age




Ap Visama Xprika Bemkosary: Acumetputne/nenpasuane Mepe y Ppanuyckoj auTeparypu
sa nacrapy coageba: ipucrynu u umnaemenranuje / Asymmetric / irregular measures in
French literatare for teaching Solfeggio: approaches and implementations

Ap Jeaena beowari: PUTMUYKY AUKTATH: BAPMjAHTE U HUX0Ba LeAncxoatoct [ Rh ythmic
dictations: variants and their purposefulness

09.30-11.00 My3uxoaoruja (Kamepua caaa), 1. cecuja / Musicology (Chamber room),
1st session
IIpeacjeaasa / Chair: ap Aunua Cabo

Bama Cracmh, MA: Penreproap Onepe Hapoanor nozopurtita y beorpaay (1970-1990) /
The Repetoire of the Opera of the National Theatre in Belgrade (1970-1990)

Ap Mupaaer 3yanh: Ceaamaecer roanna nocrojama i paga OCHOBHE My3nuKe LIKOAe y
Tysau [ 70th anniversary of work and existance of the elementary music school in Tuzla

Ap Corma Mapunkosnh, Ap Amuna Cabo: Kopeaanuja nacrase ucropuje myauxe u
MY3HMYIKUX ODAUKA ¥ CPeAIboj MY3MUKO] TTKOAN: XajanoBa mocaeAlba KAaBupcka conarta /
Corelation between subjects of music history and studies of musical form in the seconclary
music school: the Tast Haydn's piano sonala

11.15-12.45 Ernomysuxoaoruja (yuanonnma 6p.9), 3. cecuja / Ethnomusicology
(classroom 9), 3rd session
lipeacjeaana / Chair: gp Becua Msxos

Mp Xprucrujan Hukoaosekm: Aujaxponmjckit IIprKka3 Ha MECTa 1 TIPOCTOP 38 UIParbe BO
Maxegonnja / Diachronical overview of the places and dancing space in Macedonia

Svetlana Dacanin, MA: Koreografije tradicionalnih plesova za decu Bogdanke Bobe Purié /
Choreographies of traditional dances for children by Bogdanka Boba Duric

Branislav Ostoji¢: Posleratni festivali prosvetnih drudtava Bujitine / Post-war Festivals
Education societies in Buje

Jy amjana Baurtuh, MA: Apynirsere u moanTidke npoMene 1 TaMBypaniKa Hpakca:
cTyamja cayuaja Beankor ramBypamkor opkecrpa Paguo-teaesusuje Bojsogune /
Socio-political movements and tamburica practice: The case study of the Tamburica
Orchestra of Radio-Television of Vojvodina

Jeaena Joxosuh, MA: Canunoctn u pasanxe y nasobauxom crmay Tpybauknx opkectapa
3arajHe, cepepoucroue u jyroucroune Cpbuje na upumMepy nssohersa mopasya /
Similarities and differences in performing style of trumpet orchestras of Western,
Northeastern and Southeastern Serbia on the example of performances of moravac

Becna Vinxos: Opxkecrap xapmonnxa ,,Asexca lantuh” Yrsesux — 04 yUMOHKIIE A0
P

cuene / The Accordion Orchestra “Aleksa Santic” Ugljevik — from Classroom to Slage

15
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11,15-12.45 Mysuxoaoruja (Kamepmua caaa), 2. cecuja / Musicology (Chamber roomy),
2nd session
Hpeacjesana / Chair: gp Borgan Hakosuh

Jp Ama Aasapesuh Korprh: Mamnpecuje us maadocmu: ohex raacosa Juxaase y MaaeposoM
cTRapaAaiiTsy u roetuny / hipressions of youth —echo of Jihlava's voices in creativity and

poctic of Mahler

Ap Aaexcauapa Haaagun: Fusio/Diffusic Cacboaana Arananxosiha [ FusiofDiffusio by
Slobodan Atanackovic

Maja Radivejevié¢ Slavkovié, MA: Otklon od tradicije: Nik Kejv i muzicki video / Deviation
from tradition: Nick Cave and music video

Mapuja Tomwmh, MA: Cemumo ce Ilana xoju jypu numpy: 3BYIHM 0MAX MUTY O HACTAHKY
dpaayre y xomnoanruju Mumuypy Visane Credanosuh / Remembering He Pan chasing o
nymph - sound homuage to the myth of creation the flute in Mimicry by Ivana Stefanovic

Ap Boraan HBakosuh: [loTpara 3a HAMOHAAHUM CTUAOM Y HPABOCAABHO] XOPCKO] My3UIA
20. sexa: nipsa Quticka Aumypeuja ce. Josana 3aamoycmoz 3a mernosuti xop (1936) [exa
Arunena (1885-1956) / , The search for national music style in Crthodox choral music of 20th
century — first Finish Liturgy of S Joln Chrysostom for mixed choiv (1936) by Pekka Altinen”

11.15-12.45 Mysuuka teopuja (yamonua 6p.9), 1. cecnja / Music theory {classroom 9),
Tst session

Mpeacjeaasa / Chair: gp 3opan boxanuh

Ap 3opau Boxanmh: Hexe crienn(puyHOCTH KOMOO3MLMOHOY I11aHa peHeCaHCHOT MOTeTa /
Some specificities of the Renaissance motet compositional plan

Dr Danijela Zdravié Mihailovié: Prilog proutavanju muzicke sintakse — o grani¢nim
sludajevima fragmentarne i redenitne strukture / Contribution to the study of the musical
syntax —on boundary vases of fragmentary and sentence structure

Mp Fopaana Ipyjuh: Peaedmuucany coatam 0DAMK y A04eKaPOHCKUM YCAOBIMA
Apnoaga llenGepra / Redefined sonata form in the dodecaphonic conditions of Arnold
Schoenberg

14.45-16.15 Mysuxoaoruja (Kamepua caaa), 3. cecuja / Musicology (Chamber room),
3rd session
Ipeacjeaasa / Chair: ap Aaexcanapa [Taaazmu

Muaom Bpaaosuh, MA: Hexoanko tesa 0 yMepeHoM MoAepHyamy u Tpagyauji / A few
Thesis on Moderated Modernism and Tradition




Mp Hepena hexanh: Vnankanuja esporncke Mysnuxe rpajurije y CaBpeMEeHOM CBUjeTy
[jatuaMa / Indication of the European musical tradition in the contem porary world of

piaﬂism
Fojana Paaosanosmuh, MA: I'aac xao meanj u ofjem nemum a: Mysuxoaonmxu YIUC ¥
CT}’AMje raaca [ Voice as Medium and objet pefit a: Musicological Contribution to Voice

grudies

MapKo Becnh: Tpancdopmarpja u Tpanchurypaiiyja Mysuakor HAMoMa: HOCTMOACPHA
xao HOBM 3BYIHI 11 ceManTuyky upocrop / Transformation and transfiguration of a musical
idiony: postmodern as a new sound and semantic space

Credai IBerkosrih, MA: CUMITOMY MOACPHUCTUYKIIX TEHACHIIN]a ¥ My3UUKOM
uaaasanrtsy kpaja XIX u nouerka XX sexa / The symptoms of the modernistic tendencies in
music publishing in the late XIX and the beginning of the XX century

14.45-16.15 Mysuuxa teopuja (yunonuma 6p.9), 2. cecuja / Music theory (classroom 9),
2nd session
MIpeacjeaasa / Chair: mp Muaom 3aTkaank

Mp Mapxo Azexcmh: AcoumjaTMBHM TOHAAMTET Y Teopuju MapxupaHoctu: Caroma u

Eexmpa Puxapaa llrpayca / Associative tonatity within the markedness theory: Richard
Strauss’s Salome and Elekbn

Mp Mmaow 3arkaank; Pey, canka 11 3BYK y 6M-A0THUKOM kawyay / Word, Image and Sound
in the Bi-logical Key

JAoporea Bejuosuh, MA: Yuiaj tpaguionaane jariancke My3auxe Ha KOMITO3MIIMOHE
nocrynke Topea Takemutiya y komnosuumju A Flock Descends into the Pentagonal Garden /
Influence of traditional Japanese music on composition techniques in Tore Takemitsu's
composition , A Flock Descends info the Pentagonal Garden”

16.30-18.00 Mysuxoaorija (Kamepna caaa), 4. cecuja / Musicology (Chamber room),
4th session
Ilpeacjeaana / Chair: ap Corwa Mapunxosuh

Mapwuija F'oayGosuh, MA: Mucuja Pyckor goma y Beorpaay: Kyarypia noauTuka u Mmysuxa
(1933 - 1941) / A Mission of the Russian House in Belgrade: Cultural Policy and Music
(1933 - 1941)

Momnmka Hosakosuh, MA: ITucana pey 0 Mysuiu y 4acormcy 3a MOGOPUIITE, MY3UKY 1
puam Comoedia / Written word on music in the journal for theatre, music and film Comocdin

Muaom Mapuaxkosuh, MA: Mysnuku dectyBaan Kao 04pas KyATypHe TOAUTHKE: 04
Bapmuascke jecern 40 Mysnuxor 6ujeraaa 3arped / Music Festivals as a Reflection of
Caltural Policy: From Warsaw Autumn to Music Biennale Zagreb

17
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Mama Criauth, MA: ¥Ya0ra Japaiumamckix umepnautonaAHiux Aemioux Kypeesa 3a Hogy
MY3HKY y CTBAPArbY HOBE eBPOIICKe U HeMauke Mysuuke tpaguuumje / The role of Darnstadt
International Suminer Courses for New Music in creation of the new Furopean and German
music tradition

16.30-18.00 Mysmuka Teopuja (yanonuia 6p.9), 3. cecuja / Music theory (classroom 9),
3rd session

MIpeacjeaasa / Chair: ap Canra boxwaapeswh

Mp Hsana Leposuh, Tleha Xapr, MA: Hosa jeanocrasnoct y Tyscnum necaama Bojuna
Komaaune [/ New simplicity in Vojin Komadina's Sad sonys

Mupko Jepemuh, MA: Tpuo 3a snoauny, suoacnueao n Kaasup Aparyruda ocTyHikor -
AHAAUTUYIKY ITPUKA3 [ Dragutin Gostuski’s Trio for violin, violoncello and plano - analytical
presentation

Ap Camra boxuaapesuh: bapoxuu ¢popmasny obpacuy u uMarnHapHu GOAKAOP Y
Aesawxoj csumu Koncranruaa babuha / Baroque formal patterns and imaginary folklore in
Levacka Svita by Konstantin Babic

Mp Cmesxana Byxuh Yamyp: OaH0C ceMaHTHUKOT IAaHa U MY3UYKOT GOPMaaHOTr I1aaHa
y BoKaaHoM nuxaycy I'pasunap Baacrumupa epuuaitha / Relation of semantic plan and
musical formal plan in the song cycle The Gardener by Viastimir Pericic

Maaaen Jankosuh, MA; mp 3opas Huxoauh: Akopacke v auHeape cTpyKType
caraeaaHe Kpo3 0AHOC caBpeMeHOT ¥ apxandHor y bazamean Mupjane Xusxosuh / Chordal
and linear structures perceived through the relation between the archaic and contemporary
in Bagatelle by Mirjana Zivkovic




HE/AE/MDA, 14, annpua / SUNDAY, April, 14

09.30-11.00 My3smuxa regaroruja (yamonviia 6p.2), 3. cecuja / Music pedagogy
{classroom 2), 3rd session
Ilpeacjeaasa / Chair: mp Camra ITaszaosuh

Ap Muaena Herposub; Mmp Bepa Muzaauxosuh; mp l'opaana Aqunh; Mupjana
Heaemrosuh: Coadelo xoju cam poaeo/aa, koju soamm 1 koju Oux Boaeo/aa / Solfeggio 1
toved, Ilove and I'd love

Ap Caasna Credanosuh: Buie og noaa sexa geanjux mecama Cranuire I, Kopynosuha
/ More than hatl a century of children’s songs of Stanisa P. Korunovic

Ap Aaexcanapa Crommh: HapoaHa riecMa 1 mrpa y yubeHuIMMa My3uuKe KyAType —
Mareprha Meaoauja y pyHxumju Myaudxor passoja / Folk song and dance in Music calture
textbooles - maternity melodies in the function of musical development

Maruja AuTonmh; mp Canta ITasaosuh: 3agany us Teopuje My3uke ca CraHOBMINTA
Baymose Takconomuje / Theory music exercises from perspective of Bloom’s Taxonomy
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HAEHAPHA U3AATAHA
PLENARYSESSIONS

Dr Ivan MOODY
Universidade Nova, Lisbon, CESEM (Portugal)
jvanmoody@gmail.com

EAST IS WEST AND SOUTH IS NORTH

In this paper I shall discuss, as part of a substantial research project on which I am currently
engaged, the possible ramifications of thinking laterally about the musical cultures of the South of
Europe — linking, in other words, ways of thinking about Balkan musical culture with ways of
thinking about Mediterranean musical culture.

Tradition as Inspiration is a title that enables me to speculate on these matters: which
tradition or traditions do we mean? How do they inspire? Are they merely folk decoration, or are
they truly linked to a common past, whether that be folk, political or religious? How do we place
the legacy of a composer such as Vlado Milosevic within this kind of wider context? Should he be
seen only within the context of Bosnian culture? Or of Yugoslav culture? Or Balkan culture? Or
more widely, in the context of a Southern European identity?

Methodological presuppositions are considered in relation to this, as also is research
already carried out in related disciplines.

Keywords: South, Balkan, Mediterranean, Identity

Dr Blanka BOGUNOVIC

University of Arts in Belgrade (Serbia)
Faculty of Music
bbogunovic@rcub.bg.ac.rs

COGNITION IN COMPOSING CONTEMPORARY ART MUSIC

In the field of psychology of music, research that is dealing with composing as creative cognitive
process is scarce, especially when contemporary music is in question. At the Faculty of Music in
Belgrade a few interdisciplinary and psychological studies were conveyed, and their major
findings will be presented and discussed here. Special attention will be given to the results of the
project Psychology and music: Cognition and emotion in creating contemporary art music. We shall bring
to focus one of the aspects of music making - creative cognition in a process of composing
contemporary art music. Also, we shall try to challenge the myth of a ‘sudden divine touch’ as a
source of creation. One of the ains was to reveal the cognitive process from the very first idea to
the final creation and to interpret findings in a frameweork of component and confluential
psychological concepts and models concerning creative cognition in the field of musical
composing. Participants were Serbian and international contemporary composers who took part at
the 24th International Review of Composers in Belgrade (25 of them); data were gathered
clectronically through questionnaire formulated for the purpose of the study. Results point out that
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compositional process is a multi-level and multi-staged iterative process that may have several
cycles of creation, until the preinventive structures result in a final, creative idea or product. In a
preparatory or generative phase of the creative process, the number of ideas, materials,
productions of micro-solutions and decisions on form, hence preinventive structures, were made,
some of them by trial-and-error method. In exploratory phase, the first conceptual models and
combinations were made, being a subject of further reconstruction, enhanced by retrieval from
existing knowledge. The processes during incubation showed to be important for heuristic ideas,
novelty and insights, when preconscious operations, as well as inhibition of consciously learned
thinking schemata, were taking place. At the last phase, reflexive awareness and metacognitive
evaluation took place. In conclusion, we may say that composing contemporary music is in the first
place creative cognitive activity, but also having characteristics of expert thinking, that includes
highly complex sets of metacognitive music skills in structuring ideas and imagination into
aesthetically and meaningfully reach sound.

Keywords: Cognition, composing process, creativity, metacognitive strategies, imagery

Tatjana STEFANIC

Pokrajinski muzeja Ptuj - OrmoZ (Slovenija)
visi kustos za kulturnu istoriju
tatjana.stefanic@pmpo.si

M3MEBY ITOXBA/E U 3SAGOPABA: VIBAH BAJ/E (1855-1920) U
HEI'OBU HEYOBUYAJEHN MY3UUKY MHCTPYMEHTH

Wpamu Bajae je y nponaom croaehy 6uo rosHat y Kpambckoj u APYriuM CAOBEHCKMM MEeCTUMA, Kao
W y AaHatus0] Aycrpuju u Hemaukoj, a iseroso ume ce MoXe Hahu u y (ppaHiyCKuM 1 aMepUIkmuM
HOBMHAMA C [I04eTKa npouraor croseha. Mebyrum, sawrro je ieroso nme Bap romumano? bajae
je BUO HajIIOBHATH{I [0 IIPOHAAACKY TaKO3BAHOT [Tuano-6uoAle ~ KAABUPA, KOjU j& AOHOCHO 3BYK
TYAAUKMX MHCTpYMeriaTa — IPeMAa je y CBOjUM BIeAelIeHUjCKUM pajoBHMa ¥ [IPOJeKTOBAIbY Y
ckpoMHiM paguonuuama y Fopmem Xormay kog Autuje u y /bybmatv, TIOpeA HEKUX TEXHUIKIX
1M3yMa, KOHCTPYYICAO 1 MHOTE APYTe My3nuKe MHCTPyMerTe Koju nucy Ouan cacsum yobuajens.
Iberosa crpacr je 3arpaso 0Ouaa IpaArba HOBMX THIIOBA MY3UYKUX MHCTpymenarta (usyma). ¥
HoBuje BpujeMe je Hemoryhe 0ApeANTH KOAUKO je HOBUX MaK [10B0A1IIaHuX TUIIOBA NOjeAMHAYHIX
MHCTPyMeHaTa Ipousseo. /o 1Ie3AeceTUX TOAMHA IIPOIIAOT BUjeKa, HajsjepoBaTHMje A0
OCAMAECETUIX TOAMHA FIPOMIAT BUjEKA, Kaja Ce CIOMMELY HEKM 04 THX U3yMa, y Kyhu Bajae ocraan
cy Tparosu: 138 Kagsupcxe yumpe (WA nopmamuea), kAagupcxe xappe vi criomenyta Iuano-suoaung,
urHosatyje Kojy je Ayapur Xyndeasd, HakoH KynopyHe bajaeoBor MaTeHTa, KOPUCTHO Y AU3AJHY
(DoHOANCH-HOALIE, MY3UMUKOT ayTOMAT], KOjUM je (abpuka y Jajmiury nocruraa CBjercky caasy.
Y nozaguny Xyridea40Bux NOCAOBHMX YCIIeXa OBe BUOAMHCKe MAllMHE CKpuBada Ce I10jaBa
CKPOMHOI, aAV M3y3eTHO MAaMEeTHOT M3ymMuTema CaOseHaukux xopeuna. Vean Bajae aobuo je
npodpecMoHaAHe [I0XBaAe Y 3eM/bM M MHOCTPaHCTRy. Mako Hukaga Hyje MOrao MaTepujaaHo Aa
[OBpaTH MHBECTHUMjE YAOXEHE y CBOje M3yMe, HMKaAa HUjE 0AyCrao 04 TakBHUX IOAyXBara, a
EREr0OBa AjeAa Cy Yiiaa y MCTOPHjy CAOBEHAYKUX M CBETCKUX U3YMA.

Kayure pujewt: VMisan bajae, usymures, HODMUHM MY3UUKN MIICTPYMEHTH




MED HVALO IN POZABO: IVAN BAJDE (1855-1920) IN NJEGOVI NENAVADNI
GLASBENI IZUMI

[van Bajde je bil dobro stoletje nazaj znan na Kranjskem in v drugih slovenskih krajth, pa tudi na
podrodju danasnje Avstrije in Nemdije, njegovo ime zasledimo celo v francoskih in amerigkih
gasopisih iz zacetka prejSnjega stoletja. A v povezavi s ¢im so sploh omenjali njegovo ime? Bajde
je bil pravzaprav najbolj znan zaradi svojega izuma t. i. klavirja na lok - to je klavirja, kije proizvajal
zvok godal — Ceprav je v mnogih desetletjih dela in snovanja v svojih skromnih delavnicah v
zgornjem Hoticu pri Litiji in v Ljubljani izdelal poleg nekaterih tehni¢nih izumov $e veliko drugih,
ne povsem obicajnih glasbil. Njegova strast je bilo namre¢ jizumiteljstvo na podrodju gradnje novih
yrst glasbenih indtrumentov. Danes je sicer nemogode ugotoviti koliko novih oziroma koliko
izboljSanih tipov posameznih indtrumentov je izdelal. Do Sestdesetih, najverjetneje tudi e do
osemdesetih let 20. stoletja se je pri Bajdetovih doma ohranila sled za tremi: t. i. klavircitrami (ali
portativom), klavirharfo in Ze prej omenjenim klavirjem na lok, katerega inovativne sestavne dele fe
Ludwig Hupfeld z odkupom Bajdetovega patenta, uporabil pri snovanju Phonoliszt-violine,
glasbenega avtomata, s katerim je leipziSka tovarna dosegla svetovni sloves. V ozadju
Hupteldovih poslovnih uspehov tega violinskega avtomata, se je tako skrivala tudi pojava
skromnega, a nadvse bistrega izumitelja slovenskih korenin. Ceprav je bil Ivan Bajde delezen vrste
strokovnih pohval doma in v tujini, a si kljub temu s svojimi izumi ni mogel nikdar znatneje
materialno opomodi, nikoli ni opustil tovrstnih prizadevanj, s svojimi deli pa se je vpisal v
zgodovino slovenskega in svetovnega izumiteljstva.

Kljucne besede: van Bajde, izumitelj, nenavadni glasbeni izumi

BETWEEN PRAISE AND OBLIVION: IVAN BAJDE (1855-1920) AND HIS UNUSUAL
MUSICAL INVENTIONS

Ivan Bajde was well known in the previous century in Carniola and other Slovene places as well
as in today’s Austria and Germany, and his name is even found in French and American
newspapers from the beginning of the previous century. But in relation to what they even mention
his name? Bajde was best known for his invention of the so-called Piano- Violin — a piano that
produced the sound of stringed instruments - although in his many decades of work and designing
in the modest workshops in Zgornji Hotic near Litija and in Ljubljana, besides some technical
inventions, he made many other musical instruments that were not completely usual. His passion
was in fact for the invention of construction of new types of musical instruments. Today, it is
impossible to determine how many new or improved types of individual instruments were
produced. Until the sixties, most probably not until the 1980s when some of the inventions were
mentioned, traces of three of them remained at Bajde’s home: the so-called piano zither (or portativ),
piano” harp, and the aforementioned Piano-Violin, innovative components of which Ludwig
Hupfeld, after buying Bajde’s patent, used in the design of the Phonoliszt-Violina, a musical
automaton, with which the Leipzig factory achieved world renown. In the background of
Hupfeld’s business successes of this violin machine, the appearance of a modest but extremely
smart inventor of Slovenian roots was hiding. Although Ivan Bajde received professional praise at
home and abroad, and though he could never materially recover the investment put into his
inventions, he never gave up such efforts, and his works entered into the history of Slovenian and
world inventions,

Keywords: Ivan Bajde, constructor, unusual musical instruments.
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Mp Mapxko AJAEKCH R
Yiusepayrer yMETHOCTY y Beorpaay (Cpbuja), (DakyATeT My3UUKe yMETHOCTH

marko.aleksic@fmu.bg.ac.rs

ACOLIUJATHBHA TOHA/AUTET ¥ TEOPUI MAPKUPAHOCTH: CAAOMA U
EAFKTPA PUXAPAA IITPAYCA

ApaMcko-ToHaAta KaTEropHja ACOLMjaTUBHY TOHAAUTET TPEACTaBAA LINPEe pedepeHtyjatio jeAuHCTEO
y oxsipy Kojer €y criendpUUIe XapMOHCKE KaTeropwje — TOHAAMTETH, a4 M IOjeAnHe aKOPACKe
crpykrype Ay Iakx oapebene axopacke (yHKije — AOCASAHO HOBE3aHN Ca crienpUIHIM APAMCKIy
eaeMeHTOM y OIepit Mau myauukoj apamu. Teopujy acormjatushor ToHaAnTEra Aeduuicaan cy,
npoayGaupasyt ¥ Y HMPOKOM aHaANTIHKOM AVICKYpCY AeMoHcTpypaan Gpojun nayunuiu us cdepe
MysuKOAOTHje M MYSUHIKE teopuje, meby xojuma ce, usmeby ocraaux, ucruay Kapa Jaaxayc (Carl
Dahlhaus), Pobept bejan (Robert Bailey) u Merjy Bpubuuep-Craa (Matthew Bribitzer-Stull). Apyro
TEOPHjCKO YIOPUIIITE PaAa IpeACTasa reopuja Mapkupanocru Pobepra Xarena (Robert 5. Hatten), koja
je (opmupaHa Kao Mexalll3am aCUMeETPYINX OHO3MIMja y OKBUPY KOT ce, na ocnosy oapebene
BPEAHOCTH AW KBAAWTET, jedaH 11ojam (¥AM jeAHO MO/be) UCTIOCTaBAha Ka0 MapKupary, a onoHunpajyhu
TI0jaM Kao HeMapKUpPati. Taksa OTIO3UITU{A U3A3MBA TEH3N]y ¥ OKBUPY KOje MapKupanu IojaM rocTaje
npujevuBKjI 32 XePMEHEYTHIKY alaausy y oanocy na nemapxupamm. Oa wexoamko moryhmx
roaKaTeropuja y OKBUPY OBE APaMCKO-TOHAANE kareropuje, (pokyc osor paja Guhe na acorMjaTUBINM
ronAAnTeTMa AMTHEOCTIL 11/ OBOT pasa je A2 TIPYXU yBIA Y HATMHE Ha xoje ce y lIrpaycosum (Richard
Strauss, 1864-1949) omepama Casoma 1 EaexTpa acoLMjaTHBHM TOHAAMTET MOXEe NOCMAaTPaT Kpo3
npusMmy Teopuje MapKUparocTi. MapkupaloCT Ha TEeKCIYaAHOM M MYy3MYKOM T14ally pesyATHpa
yKpIITaeM 3HAYEIHA TIPEMA KOJUMA JeAAH MCTH AcOLMjATUBIN TOHAAUTET ¥ PA3AUMTUM KOHTEKCTHMA
MoKe A0BuTH PasANIUTO 3HAYErhe. Taxobe, pas he nokymary da IIOKaXXe Aa ¢e YNpaBo OBAKBOM
XepMeHEyTIKOM AHAA30M MOXe AOKasaTyt KaKO KBaAMTATMBHI MCKOPAK Y IIPUMEHM aCOIUjaTHBHOT
ronaaytera y EAGKTPU Y OAHOCY Ha CaaoMy, TAKO U MHTEPTEKCTYaAHA TIOBE3AHOCT M3MeDy OBMX ABefy
orepa.

K ayrmste pewnss: Puxapa Ilrpayc, Cazoma, Eaextpa, acouujaruiu 10HAANTeT, TeOPUja MAPKHPAIOCTIL.

Ap Mupagaetr VAR
Yuupepsurer y VICTOUHOM Capajesy (Penyauka Cpricka, BuX), Mysmaxa akagemuja

m.zulic@bih.net.ba

CEAMAECET TOAVIHA TIOCTOJARbA M PA/LA OCHOBHE MYSIUKE IKO/IE Y TY3AY

CaMo HEKOAMKO My3MIKuX Hixkoaa y Bocru u Xeprierosui ce MOYXe NOXBAAUTH THMILEHUIIOM A4 ILUXOBA
heaaTHOCT HEIIPEKUAHO Tpaje MyHUX cejaM AeLeHnja. Meby t1m ikoaama naaasu ce u OCHOBHA My31YKa
mkoaa y Tysay, ocrosania 1949. roautie. ¥ TOKY CeAaMAECETOrOAVILIEbEr TIOCTOjatba ¥ paja, ¥ MKOAN ce
LIKOAOBAAC HA XVMBAAE MAAAVX My31dapa, HACTABY je H3BOAMAO AECETHHE UACTABHIIKA & MHOTH OA FUX Cy
AQHAC TIpyBHATH YMJETHVILI VI U3Y3ETHN MySUIKI TeAarosy y Bocuu u XeplierosyMHy 1 MHOCTPAHCTBY.
Butcoky HyBO My3HUITHPasa MKO/a je IIPeACTaByAa Ha BpojHIM KOHLEPTHMA Y TAKMUYIEILYIMA & OHO 1ITO
je nocebrO OUTHO 32 OIITY KyATYpY Ipaja u peruje, oarojuaa je seanxu Opoj AybuUTeHA MY3UUKA

YMjeTHOCTH.

Kupyane pujesiu Jy6uaej, OcrosHa Mysnuxa mkoaa Tysaa.
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ASSOCIATIVE TONALITY WITHIN THE MARKEDNESS TIEORY: RICHARD 5TRAUSSS
GALOME AND ELEKTRA

Dramaticﬂt‘(mal category of associalive tonality represents a wider referential unity within which specific
farmonic categories — keys, as well as certain chords or harmonic functions - are consistently associated
witlh a specific dramatic element of opera and/or music drama. The theory of associative tonality was
clcﬁﬂed' deepened and demonstrated by namerous scientists in the field of musicology and music theory,
esI;)ccially by Carl Dallvhaus, Robert Bailey, and Matthew Bribitzer-Stull, through their wide-ranging
gna]ytical discourses. Another theoretical approach relies on Robert S. Hatten’s markedness theory, in
which, on the basis of a certain value or quality, one notion (or one field) turns out to be marked, as well
25 the opposing notion turns out to be unmarked. Such an asymmetric opposition causes a tension in
which the marked term becomes more susceptible to hermencutical analysis than the unmarked one. Of
the several possible subcategories within this dramatic-tonal category, the focus of this paper will be on
the associative tonality which concerns operatic characters. The aim of this paper is to give an insight into
the ways in which the associative tonality can be viewed through the prism of the markedness theory in
Richard Strauss’s (1864-1949) operas Salome and Elektra. Textual markedness and musical markedness
together make crossed meanings according to which one associative tonality can get different meanings
within different contexts created by textual meanings. Also, the paper will try to demonstrate that
precisely this kind of hermeneutical analysis proves a qualitative step forward in the application of the
associative tonality in Elektra in relation to Salome, as well as the intertextual connection between these
twO Operas.

](eywords: Richard Strauss, Salome, Elekira, associative tonality, markedness theory.

70th ANNIVERSARY OF WORK AND EXISTANCE OF THE ELEMENTARY MUSIC SCHOOL [N
TUZLA

Only a few music schools in Bosnia and Herzegovina (Bil1) can boast the fact that they have been
continuously active for fult seven decades. One of these schools is the Elementary Music School in Tuzla,
founded in 1949. During its seventy-ycat-long worlc and existence, thousands of young musicians have
been educated here taught by dozens of teachers. Many of these musicians are now recognized artists and
music educators in our country and aboard. The school presents a high level of music playing at numerous
concerts and competitions. What is especially important for the general culture in the city and the region,
the school has raised a large number of music art admirers,

Keywords: Anniversary, the Elementary Music School Tuzla.
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Matuja AHTOHW R

Mp Cama ITABAOBUH

Yuusepsurer y Bamoj Aytm (Penybauxa Cpricka, buX), Akasemuja yMjeTHOCTH
antonic.matija@gmail.com

sasa.t.paviovic@gmail.com

3AAALIV M3 TEOPUJE MY3VKE CA CTAHOBUIUTA BAYMOBE TAKCOHOMUJE

TakcoroMuja OBPASOBHMX TU/AEBA [IPEACTaBba KAacupuKarujy HMBOA yuera KOjy je yTeMeauo
aMepuuKy IIKOACKY Trcuxoaor Berntamun Baym (Benjamin Bloom). TIpeamer ncrpaxnsainba OBOT pada je
MOITMTHBAILE KBAAMTATMBHE ¥ KBAHTHUTarMBHe yckAahemocTn u 1ipucycrsa Baymose takcoHOMMje y
nraiuMa ¥ 3adanmma y yubenunMa npeasybenyy Hacrapuum raanom v mporpamMom 3a HacTabHu
npeamer Teopuja Mysuxe Ha ripocropy PerryGanke Cpricke (1. 3. Bacuaesuh, T. Apobuu, Teopuja Mysuxe
~ CAMKOM A0 CxpaTamha, BesxGoM A0 3uama, 2. M. Tajuesuh, OcHosua Teopuja My3uke U 3. A. Aecniuh,
Teopuja mysuke). OcuM nasederior, y pady he OuTu mposjepeno 1 npucyciso Baymone TakcOHOMUje y
OUEKMBAHMM MCXOANMA Y4erba CAAPSKAHIM Y OKBYPY HACTABHOT Iporpama 3a npeamer Teopuja Mysuxe.
Takolie, maanupaso je Aa ce Kpo3 KOHKpeTHe IpUMjepe MPUKasKy U moryhu HaumuHu dopMmyancama
TiTamka M 334aTaka KOju OM IOACTAKAV aKTHMBHO aHraxosamse y yuewy. Llua osor ucrpaxmsama je
11060/MbIIAILE KBAAWTETA HPOLeCa MY3MUKOT ONMUCMEILABAba KPO3 TIPUMJEIly HOBUX CTpateritja royuasaisa
U HAYMHA YCBajarbha M TIPOBjepe 3Halba ¥ BeIITHHA.

Kayume pujeun: Baymosa TakCOHOMUja, HUBOM YU€Iha, TEOPUja MY3IKe, UCXOAN yIeiha.
Jyaujana BAIIITHH, MA

Yuusepsurer y Hosom Cagy (Cpbuja) ,Akagemuja yMETHOCTH
julijanaj88@yahoo.com

APYIITBEHE U ITOAMTVUKE ITPOMEHE M TAMBYPAIUKA [TPAKCA: CTY AVIJA CAYYAJA
BEAMKOT OPKECTPA PAAVO-TEAEBU3MIE BOJBOAVHE

IMoaazehu o4 crasa ga yMETHMYKA IIpakca TIoApa3yMeBa MOBE3aHOCT CTBapasavke AeAaTHOCTH, CBECTH,
Teopuje, ysepeina 1 0BAVIKE TIOHAIIAA Y YMETHOCTH U KYATYPY, CHHTarMa TaMbypaiika 1pakca 04H0CH
ce Ha carsejabarse OAHOCA uamely TaMBypariike My3uKe 1 APYIIITBEHOT CHCTeMa KOjU je OKpy»Kyje M Ha
oapeben maumn kpeupa. Llua mcrpaxkusama jecte Aa ce Ha npumepy paja Beamxor TaMOypaIkor
opkectpa Paauo-reaesusuje Bojsoaune (y 4aneM TEKCTY OPKeCTap) CaraeAa Ha Kojy Hauuii HAL0ACTH]a,
OAHOCHO APYIITBEHE VI MOAMTHUKE TIPOMeHe YTuuy Ha Kpeyparse M NO3UnMoHuparse tamOyparixe
npaxce y Bojsoauiin. Yipaso oBaj opkecrap je o4abpan 3a ncrpaxusase, 06311pomM 1a 1o A2 ce cMarTpa
PETIPEseHTATUBHIM Kao jeauuy npodecronasnn TaMOypamiku OpKecTap KOju HerloCpeAto yride Ha
QopMuparbe MysMuxor yKyca NyOAMKe ¥ IIPEACTaBhba Y30p APYIMM TaMOypamikium OpKecTpuMa.
Anaausa paja opkecTpa y PasAHYMTHUM APYIITBEHO-TIOAMTHYKUM OKOAHOCTHUMA 04 OCHMBArba 1949,
TOAMHE A0 AAHAC, PeaU30Bala je y OKBUPY YeTUPH TIepHOoAd. Y CBAaKOM IEepHOAY youasajy ce [[poMene y
AKTVMBHOCTYM OpPKecTpa, MeAWjCKOM IIpMKasyBaiby, HacTyrviMa, 04abmpy perieproapa, ma 4ax n y
aHTraXKOBaHy My3ndapa Ha OCHOBY POAMOT M €THUYKOT MACHTHTETA.

Kupyuse peun: rambypanika ripakca, TamBypariki OpKecTap, MAe0A0rHuja
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THEORY MUSIC EXERCISES FTROM PERSPECTIVE OF BLOOM'S TAXONOMY

Taxonomy of educational goals represents classification of learning levels which was founded by
Ametrican school phishologyst Benjamin Bloom, The subject of this rescarch is examination of qualitative
and quantitative compatibility and presence of Blooms's taxonomy in questions and tasks in school books
which are planned in regular school curriculum for subject “Theory music” in Republic of Srpske (1.3,
Vasiljevic T. Drobni, Teorija muzike -~ Slikom do shvatanji, vezbom do znanja, 2. M. Tajeovic, Osnovin
reorija muzike i 3. D. Despic, Teorija muzike). Except for the stated, this paper will check the presence of
Bloom’s taxonomy in expected outcomes of studying consisted in borders of school curriculum in the
subject “Theory music”. Also, it was planned to show possible ways of formulating questions and tasks
thrbugh concrete examples which will encourage active learning. The goal of this research is to improve
the quality of the musical educational process through the application of new strategies of teaching and a
way of acquisition and testing the knowledge and skills,

Keywords: Bloom's taxonomy, levels of learning, music theory, learning outcomes

SOCIO-I’OI.,I’FICAI,, MOVEMENTS AND TAMBURICA PRACTICE: THE CASE STUDY OF THE
TAMBURICA ORCHESTRA OF RADIO-TELEVISION OF VOJVODINA

Starting from the assumption that the practice in the field of art implies the connection of creative output,
awareness, theory, beliefs and different forms of bebavior i act and culiure, the phrase tamburica practice
refers to the perception of the relationship between tamburica music and the social syslem in which the
music is embedded and created. The aim of this research is to examine the way in which ideology, that is
social and political changes, intluences the creation and positioning of tamburica practice in Vojvodina, in
the case of the work of the Tamburica Orchestra of Radio Television Vojvoding (hereinafter referred to as
the orchestra). This certain orchestra has been specifically elected for the purpose of this research since
this orchestra is tound to be very influential as the only protessional tamburica orchestra, and directly
creates the musicat taste of the audience aod represents the tole of other tiaburica orchesteas, The analysis
of the work of the orchestra in various socio-political circumstances (since the founding in 1949 to the
present) has been realized within four periods. In each period, there have been changes in the orchestra
activities, media presentation, performances, selection of repertoires, and even the engagement of
musicians based on gender and ethnic identity.

Keywords: tamburica practice, tamburica orchestra, ideology
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PUTMUYKY AVKTATU: BAPHJAHTE W1 ¥tbMIXOBA TTEANCXOAHOCT

PUTMIIKYE AVKTAT IPEACTaBha BeoMa Basxiy popMy pajay HacTasu coadeba y oksupy koje ce uspajajy
ABa acriexTa: Hauuy n3sohersa 04 cTpame HacTaBHMKa W HauMH 3aIMCHBAtha OA y4eHuKa. Y Texcry ce
TIpeseHTyjy BapujaHTe PUTMIIKIX AUKTATA ITPEAAONKEHEe A0 JaHac ¥ cprickoj autepatypu 3a coadeho u
MeToAuKy Hactape coadeDa, Kao u CTaBOBM M 3aKAY4HU TMCALA Te ANTEPaType. Obyxsahenu cy:
3opucaasa M. Bacumesuh, Becua Kpmuh Cexyanh, Baaaumup Josanosuh, Vpana Xpuxa, Jeaena
Beowarm u koayropke borynosumh, Kapam u Jdybaesuh. Taxobe, aat je u wperaed I1Oje AU
VIHOCTPAHUX TPUCTYTIA PUTMUIKOM AVKTATY, TOTEKANX OA caeaehux ayropa: Ilayaa Xuuaemura,
I'puropuja Abpamosuua $puaxuna u Eaene Bacuaeniie Aasuaose, Llua pasa npeJcrasba CTULIATLE
yBHAQA y CBE Te BapujanTe PUTMUIKUX AUKTATa I TPOMOBUICAILE HajleAnCcxoAHuje BapujanTe. 1leaaromxa
MMIIAVKATIM]a NOApasymeBa aa O Ta Bapujanta Tpebaao Ou 2a MOAEPHU3Y]e IIpaKCy Uapase PUTMUUKIX
aukrara y Cpbuju, ucrospemeno ux mpubarkasajyhin peasso] MysuLt.

Kayume peurs: pUTMUYIKY AMKTATH, BapyjanTe, u3sobetbe, 1eANCXOAHOCT

3opan BOITAAHOBIh, MA
CMIHI ,,Ierap Komosuh” ComBop (Cpbuja)

soundcentar@yahoo.com

TPA ANIMOHAAHU MY3UUIKU UHCTPYMEHT TAMBYPA: NMETOXUYAHA CAMUIA N3
BAYKE

Tema 0BOT paja je HapoAHa My3myxa M3pohauka npakca y sojpobalckoM Aeay AycTpoyrapckor 1apcrsa,
caraejana Kpos Ipusmy TamBypaiike Mysuke, Ha packpiihy usmehy XIX m XX sexa. Y oxsupy
BUILETOAVITILIX VICTPaXXMBAtba, ayTop je B10 y MPUANNN A3 TIPYKYIIV 3HAYAJHY KOANIMHY rpabe, umju
he geo GUTH NIPUKa3aH KPO3 IPEACTABAAILE Pa3Boja TPAAMIMOHAAHOT My3UIKOT HHCTPYMEHTa, tambype,
1 To eHor crietdUHOr BapujeTeTa, eToxudane camutie. Hopea ose, aytop ce takobe ocsphe u Ha
octaze BapmjaHTe CAMUIIA, KAO U Ha AaHalliihe cpoare ramBype. Kao rioaasta 0CHOBA 3a HACTAHAK OBOT
paaa, ysuma ce cryauja ®parse Ke. Kyxaua, rae ony csom ,[Ipusory 3a niosuject raacte jysKHocAoBjeHCKe”
KOHCTaTyje TIOCTojarse OBAKBUX MHCTPYMeNTa, IIOCeBHO NeToXMuYane camiye, KOja je 3a Ieropy 30MpPKy
wHCTpyMeHaTa Habasaena y Bauxoj, taunuje y Hosom Cagy. Hapounte BaxHe MMIEHIIE, YCTAHOBAEHE
cy ayawTusHOM aHaamaom ¢oHorpadekux cHitmaxa beae Baproka, Hacraaux mogerxom XX Bexa, Koju
YMHOTOME AOTIPUHOCE CAr/eAasatby MYy3MuKMX M eProAOHIKIX ocoBrHa OBOI TPaAMI{UOHAAHOT
uHCTpyMenTa, Y 3aBpUIHMM PasMaTparbuMa, LPEACTapmeHu Cy WHCTPYMEHTH M ASO perieproapa
caBpeMeHor TaMOypPaLIKOr OPKECTPa, KOji CBOje IIOCTOjarse AYTyjy yHpaBo TaMBypu camii, OAHOCHO
HEKaAALIIbO] MYSUUKO] u3Bohaukoj rrpaxcu.

Kmwyune pean: TamOypa, caauld, HapoAHa My3uuka nssobauka rpakca, TamMDyparHKy OpKecTap
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RHYTHMIC DICTATIONS: VARIANTS AND THEIR PURPOSEFULNESS

The rhythmic dictation is a very important form of work in the teaching of Aural Skills, where two aspects
are distinguished: the way of teaching by the teacher and the manner of w riting by the students. In this
paper ate presented the variants of rhythmic dictations as proposed in the Serbian literature for Aural
Skills and Aural Skills Pedagogy, as well as the views and conclusions of the writers of this literalure, This
includes: Zorislava M. Vasiljevic, Vesna Krsic Sekulic, Viadimir Jovanovic, lvana H rpka, Jelena Beocanin
and co-authors Bogunovic, Karan and Dubljevic. Additionally, there is a review of some of the foreign
approachcs to rhythmic dictation, derived from  the following authors: Paul HMindemit, Grigory
Abramovich Friedkinand Llena Vasilyevna Davidova. The aim of the paper is to gain insight into all these
variants of rhythmic dictations and to promote the most suitable variant. The pedagogic implication
implies that this variant should modernize the practice of making rhythmic dictations in Serbia while at
the same time bringing them closer to real music.

Keywords: thythmic dictations, variants, performance, purposcfulness

TRAUITIONAL MUSICINSTRUMENT TAMBURA: BACKA FIVIE-STRING SAMICA

The theme of this paper is traditional music practice in the Vojvodina, part of the Austro-Iungarian
Empire, viewed through the prism of tamburitza music, at the crossroads between the XIX and XX
centuries. In the framework of several years of research, the author was able to collect a significant amount
of material, the part of which will be shown through the presentation of the development of a traclitional
musical instrument, tambura, and its specific variant, five-string tambura smmica. In addition to this, the
author also refers to other variants of the somica, as well as to present related tamburas. Starting point for
the emergence of this work is the study of Franjo Ks. Kuhac, where he in his ,,Contribution to the history
of the music of the South Slavic” finds the existence of such instruments, especially five-string samicu,
which was purchased for his collection of instruments in Backa, specifically in Novi Sad. Order im portant
facts, were established by audio analysis of Bela Bartok's phonographic recordings, created in the early
20th century, which greatly contribute to the understanding of the musical and ergological characteristics
of this traditional instrument. In the final reviews, instruments and part of the repetrtoire of the
contemporary tamburitza orchestra were presented, which owe their existence to the tambura saiicn, that
is, the former musical performance practice.

Keywords: Tambura, saiics, folk music practice, tamburitza orchestra.
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HEKE CIELIMOUYHOCTI KOMITO3ULIMOHOT ITAAHA PEHECAHCHOI MOTETA

Y yaaHKy Cy caraeade nojeaurie KOMIIO3UIMOHE crrei(pMIHOCTY BOKaAHe MY3MKe peHecaHcHe eroxe.
Osa rnipofaeMaTiika, Aa caja Ma/d0 3acTyraeHa y HAIIO] My3MYKO-TEOPM)CKOj AMTapaTypy, OBAE je
pcrpaxena aHaansoM [asectpunmiix (Tuosannu [ Iuepayurnu aa Iasecrpuna) morera. Texxumte pasa
je TIoCTaBAEHO Ha PA3MATPALe OACEKA, KA0 OCHOBIIMX CTPYKTYpHUX jealuna TeKeTy aAno-My3nuKe GopMe.
Y TOM KOHTEKCTY MCITUTAHH Cy HAUMHI Peaar3alyje HHuxOBoT MOHaBAaha, MehycobHor yo HoIasara 1
mocraske (akrype y ckaomny reautie. Ilopea Tora, akryeAusosana Cy MUTama My3uixe ApamaTrypruje:
AepMHMCAHYL Cy [IOCTYIIIM FheHOT OCTBAPMBAILA, ¥3 riocefHO M3ABajarbe OHMX KOjM CYy HOBE3aHM Ca
CAOKEHIUM BPCTaMa KOHTPAITYHKTCKOT paaa. LIy je 4a ce ocserae pasAutiiTa KOMIIO3UIMONA Pelletha,
rpyMerheHa K04 KOHCTUTYNCAIba noandoHnx seda GazMpaHux Ha TEKCTY, Y¥Me he BuTy IIpOITIpern

TEOPUjCKH ¥ METOAOAOIIKY OKBHPH 32 IBUXOBO TyMauerbe.
Kabyune peun Kommoauyonu 11aar, moteT, [Taaecrpuna, oacex, ApaMarypruja.

Ap Cama FOXUAAPEBU ™

YVeamsepsureT y [puurruny ca IpUBpeMEeHUM CeAULITEM Y Kocoscko] Murposur (Kocoso u Meroxuja,
CpOuja), PakyareT yMeTHOCTH

sasabozidarevic@gmail.com

EAPOKHV ®OPMAAHN OBPACLIV VI IMATVHAPHU ©O/AKAOP ¥V AEBAYKO] CBUTH
KOHCTAHTUHA BABMRA

¥ PpyHAYCY XOPCKIX OCTBAPEThA MHCHMPUCAHIX (pOAKAOPOM HACTAAUX Y CPTICKO] (jyFOCAOBEHCKO]) My3nIu
Apyre HOAOBUHE 20. Beka, noceGHO MecTo 3aysuma Jlesauka cBuTa Koncranruna Babuha. ¥V opom aeay
KOMIIO3UTOP IpHMEIbyje MOgea DapOKHOr TPUIITHUXa,UITO CTBapa ACAATHY obasesy npuaarobaparsa
TEKCTyaAHO-MY3UUKUX 11AAHOBA KOMIIOSHIIHONO-TEXHUIKIM 3aXTEBYMA Herosux I10je AMHAYHMX CTaBOBA;
nacakabi, Gyru ¥ Tokati. [1puMeHoM aTUIUYHOT (3@ PYKOBETH M CPOAHe popme) maxpodopmasnor
OKBUpa M YIOTpebOM CAOMKEHMX oA POBKX TEXHMKA TPacKpajy ce HOBM IyTeBH y obpaau OETCKO -
MY3UUIKMX Matepujasa (pOAKJOPHe IMpOBeHUjeHIyje, ¢a 3HauajHUjUM OTKOAOHOM 04 Mokpatsuese
pykoseTiie Tpajunyje. ¥ CBOjeBPCHOM KOMIIOSUIIIOHOM XuOpUAY y KOMe ce Xujepapxujcku usjenaiasajy
eAeMEHTH MMAruHapHor (poakiopa M NoAMpOHO-UMHUTALINOHH PUTMUUKO-MeA0AujcKu oBpaciiy, oaslja
ce U CBOjeBpCan mporec TpancopMaIvje TPagUMOHAHOL MOAeaa crpode, IMITO UMIAULIVPE TIOTIHYHO
roBy (GOPMAAHM ¥ CAYHIHM AOXKMBAA] CBAKOT NIOjeAMHAYHOT CTaBa y OKBUPY Makpo(pOpMasHOr MOAeAa
TPOCTABAYHOT XOPCKOT I{MKAYCa. Jeaan o4 ripuopuTeTa OBOT Paja je Aa ce CraHAapAHUM CPeACTBHMA
TEOPUJCKO-MY3MUKE aHAA33E MCTAKHY M AepyHVITy CBU 3HAYAJHM KOMUO3UIOHY TOCTYIILU Y obpaan
TOETCKO-MY3UUKUX MaTepujasa (POAKAOPHOT IOpeKAa, Te rpubANKIIO IIPOLEHN CTeTeH IBbMXOBOT
npuaarobasarba  HOBUM ,BEIITAUKIM” noandono-DapoxknuM  obpacumuma,  Kpajisyu 114 OBOT
HCTPIKMBaAILA je 1rpolena 3Hauaja /eBauke CBuTe, KAo crrenpuaHOT ,HeoDapOKHOT” AepUBaTa, 3a Pa3Boj
CpIICKE XOPCKe MY3HKe IeHepUCane W HHCTTUPHCate (poaxaopom.

Kayune peawn: Aesauka csuta, noaudonuja, DapoOKHM TPUNTHX, MMaruiapHn (poaKAOP, My3UUKA
aHaau3a
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SOME SPECIFICITIES OF THE RENAISSANCE MOTET COMPOSITIONAL PLAN

In this articte, some compositional specificities of the Renaissance epoch vacal music are overviewed, This
issue, which so far was insufficiently represented in our musical-theoretical practice, is studied here by
the Palestrina motet analysis. The focus of the study is set on the section research, being the basic structural
units of the textual-musical form. In that context, the ways of realization of thetr repetition, mutual relation
and the display of the texture in the context of the entirety ave overviewed. Besides, the issues of musical
dramaturgy are updated: the actions of ils realization are defined, including special separation of those
connected to more complex categories of counterpoint work. The goal is to enlighten the diverse
composilional solutions, applied by the polyphonic works' constitution based on the text, by means of
which the theoretical and methodological frames for their in terpretation will be expanded.

Keywords: Compositional plan, motet, Palestrina, section, drama turgy.

BAROQUE FORMAL PATTERNS AND IMAGINARY FOLKLORE IN LEVACKA SVITA BY
KONSTANTIN BABIC

In the fundus of choral performances inspired by folklore produced in Serbian (Yugoslav) music of the
second half of the 20th century, the special place is taken by Levacka Svita by Konstantin Babic. In this
part, the composer uses the Baroque triptych model, which creates an additional obligation Lo adapt the
textual-muste plans to the compositional and technical requirements of his individual attitudes: pasakals,
fugues and tokats. The application of atypical (for handfuls and related forms) macro-formal frames and
complex polyphonic techniques traces new paths in the processing of poctic and musical materials of
folkfore provenance, with a significant breakthrough from Mokhranjeev's handful tradition. In a kind of
compositional hybrid in which are equally hicrarchical the elements of imaginary folklore and polyphony-
imitation rhythmic and melodic patterns, a process of transformation of the traditional model of the stanza
is taking place, which implies a completely new formal and auditory experience of each individual
position within the macro-formal model of three-movement chorus cycle. One of the priorities of this
paper is to expose and define by the traditional means of theoretical-musical analyze all significant
compositional methods in the processing of poetic-musical materials of folklore origin, and approximately
estimate the level of their adaptation to new artificial polyphonic-baroque patterns . The ultimate goal of
this research is examining significance of Levacka svita, as a specific neo-baroque’ derivative for the
development of Serbian choral music, in particular, a part being generated and inspired by folklore.

Keywords: Levacka svita, polyphony, baroque triptych, imaginary folkiore, musical analysis
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HEKOAMKO TE3A O YMEPEHOM MO/EPHM3MY M TPA AVLIVIN

OaHOC ripeMa TPaAUIMjY Y MOAEPHUIMY IIPEACTaBAA jeAHo 04 BeAMKIX [IMTAtha KOje Ha oapehern Haumn
ofjaibasa NOjaBy IO3HATY KO yMEPEeHV MOAEPHMIAM. AKo MoaepHHM3aM TOApasyMesa NpOTpecuBiy
AMHIjY Pa3Boja YMETHOCTH, 8 YeCTO 1 HeTUparbe TpaAMIVje, HOCTAB/AA Ce MUTAIbe Y KOjoj Mepi Tpaauniuja
durypupa y yMepeHOM MOAEPHUIMY, KaO Ha HEKM Natui, yBAa3KeHO], IMPOKO] IyDANLM HPUjeMEnBO]
nojastocTy MoAepiimaMa. OAHOCHO, Ha KOju HAUMH Wy xojuM yeaoBuMa ce oapebema, y Outn
MOAEPUMCTIYKR YMETHOCT MCHOAABA Kao 'ymepera'. OaaTae, UTaiLe OAHOCA TPAAMLME U MOAEPHIIMA
y oapebennM  ApYIITBEHO-MCTOPUJCKMM  OKOAHOCTMIMA 1A oapebery HauMH WMIIAMLKPA IHETOBO
apTUKyAMcarbe Kao 'ymepenu'. QATOBOP Ha IUTaIke KAKo ce oABMja 0Baj TIpoLiec MoXKe ce Hahu y, ca jeatie
crparte, GuorpadyCKuM 1104a11MMa ¥ MOETHKAMA Ay TOpa, aAl €A ApyTe CTPAnE, y CAOXKEHM 0AHOCHMA KOjU
ce yemocranaajy usMeDy ApiKabe, ApYUITBA W KyAType. OBo nuTtare ce A0AaTHO YCAOXKIbABa YKOAUKO
car/ejapaMoO YMETHMUKY MY3UKY YMepeHor MOAepHH3Ma. HeaoBoAHO jacHO AcuaAMCaH IHOYETaK
YMepeHOT MOAEPHI3MA Y HAIIO] YMETHHIKO] My3HITH (3a pasaAMKy 04 EBPOTICKOT KOjU Ce AAAEKO jacrije
rojaBsyje HAKOH NIPBUX 'PAAMKAAHMX' MY3MYKIX IPaKCH, Haj[Ipe eKCIIPecuoNu3Ma), Kao U 4ecra
OKperaiba TPAAMLIMH M OA Ihe ¥ OIyCuMa TIOJeAMHIX ayTopa AGAAAHO yeaoxibasajy npobaem
AeUHMCAEL2 YMEPEHOT MOACPHU3MA, KOjU C& y OBOM cayuaajy o4HOCH Ha ayTope Koju aeayjy y beorpaasy

y IPBUM AelleHijamMa HaKoH Jpyror cBeTckor para.
Kayuue pevun: Kyartypa, ymepeny MOAEpHU3aM, HEOKAACULIN3AM, reaecere, TpajguBia.
Aaexcangpa BPAHKOBHH, MA

Vausepsuter ymerrocry y beorpagy (CpGuja), Paxyarer Mysutike yMETHOCTH
anja.brankovic@gmail.com

CPIICKA HAPO/ZHA TECMA Y METO AVTUKOM ITPUCTYILY HACTABU
MOUETHOT MY3UWUKOT OTIMCMER ABAIHA 30PUCAABE BACU/AEBHTH

3opucaasa Bacuaesnh (1933-2009) cpricku MysuHxi 11€Aaror 1 ayTop yLBeHn ke ANTEPAType 3a HacTaBy
coadeba namerserie ofpazosarsy Ha CBMM HUMBOMMA MYySMIKOT IIKOAOBAILA, AUTEPATYPE 32 MEeTOAUKY
nacrase coadela M METOAMKY MY3UUKe IMCMEHOCTII — CBOj METOAMUKM HPUCTYHL HacTasu ITOUETHOT
MYBMHKOT OIMCMErbaBarba y BeAMKO] MepH je 3acHyBada Ha kopumhety HAPOAHUX Tlecama, 110CeGHO
ecaMa-Mo4eda. Fbuxosa IipyuMeHa Haj3acTyrAeHuja je y OKBUPY Paja Ha MeAOAMLN — [PU IOCTaBLA
OCHOBHUX TOHOBA Kao ¥ y IIPOIecy paja Ha HacTasy pyUTMa y OKBHPY xoje je 1o 3opucaasy Bacuaennh
,IOTPEBHO MPBO YIIO3HATH HACAEDEHO PUTMUIIKO ofeesxje, 3aTUM ra HaCIaBOM Ha0rPaAuTH, M3BPILVITH
KOPeKLMje, aAl M CauyBaTH CBOje DOraTcrso nacaeber1o HapoAHOM MY3MUKOM TPasUIjom” (Bacumenuh,
2006: 173). Yxasyjyhu na snauaj xopyhersa HAPOAUMX TTECAMa-MOARAA Y HACTABM NOUETHOT MYSIHKOT
onucMemapaha Bacumesnh Hapoau Aa ,CHIOCODHOCT ONXKarha ¥ MHTOHMPAarsa OCHOBHMX TOHOBA
(puKCUpaHMX TIPEKO MOAeAa Crsapa YBpcre OCAOHIE Ha KojMa ce usrpabyje TauroCT reBarsa ca AucTa”
(Bacuaesuh, 2006: 78). TIpuanxom eaabopupama O yA03it HapoAHe recMe y MY3UUKO-TIeAArOIIIKOM
npuctyry 3oprcaase Bacumesuh Ouhe ocspra 1 Ha ayTOPKUIY KILUTY Mysuaxu Gyksap xoja 0OyxpaTa
¢BE eAeMeHTe TOUETHOI MY3MYKOI OMMCMErbABAba, a CaAPXKU HApOAHE HECMe-MOARAE Koje je ayTopka
ocappeMeHiAa 1o ysopy Ha moaeae Mmoapara Bacumesuha (1903 — 1963). 3opucaasa Bacumesuh
cMatpada je Aa ce y oxsupy Hacrase coadeba ,MoAeAMMA 1 APYTUM TIECMAMA Ha HapOAHIM OCHOBaMa
spaha (ce) Xxpos HacTaBy My3MuKe IMCMEHOCTH AyT Iipema HaLiO] TPAAMITMjM M Aajy IIpBe OCHOBE 32
cxBatarse Hatite Myauuke Tpaauiuje” (Bacuaesuh, 2006: 78), Aajyhin TuMe ¥ CBOj AOTIPMHOC OUYBArsy
CPIICKOF HAIMOHAAHOT W Ky ATYPHOT MAEHTUTETA.

Kmyane peum: 3opucaasa Bacumesuh, wacrasa coadeba, HapoaHa mecMa, NOYETHO MY3HMUKO
OTIMCMEhaBarbe.
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A FEW THESIS ON MODERATED MODERNISM AND TRADITION

One of the significant questions which explain the phenomenon known as Moderated Modernism is the
quosli(m of the relationship between tradition and Modernism. If Modernism assumes a progressive
trajectory of the development of arts, therefore it also assumes the negation of the tradition. Thus, there is
a question of the presence of the tradition in Moderated Modernism, as, in a way, a mitd form of
Modernism, suitable for broader audiences. 1n other words, in which way and in which condilions certain
artistic practice appears as 'moderated’. From that point, the question of the relationship between tradition
and Modernism in a certain way implies ils articutation as 'moderated’. An answer to the question(s)
related to these trajectories can be found in, on one hand, composers' biographical data, and on the other,
in complex refations which exist between the state, saciety and culture. This issue becomes more complex
if one examines music (in terms of fine arts) of Moderated Modernism. The beginning of Moderated
Modernism in our music is not defined well enough (compared to European, which appears more cleatly,
after the first radical' musical practices, namely Expressionism), and authors' often "turns' towards
tradition or away from it, are the issues which add to the complexity of defining Moderated Modernism,
which in this case is related to authors which are active in Belgrade, in the first decades after the Second
World War.

Keywords: Culture, Moderaled Modernism, Neoclassicism, 1950s, tradition

SERBIAN FOLK SONG IN METHODICAL APPROACH TO TEACHING INITIAL LITERACY BY
ZORISLAVA VASILIEVIC

Zorislava Vasiljevic (1933-2009), a Serbtan music pedagogue and author of textbooks for solfeggio teaching
at all levels of music education, literature of solfeggio teaching methodology and the methodology of
musical literacy - her methodicai approach to initial musical literacy teaching was largely based on the use
of folk songs, especially model-songs. They are most commonly used in the melodic field - in the setting
of basic tones as well as in the process of work on rhythm teaching, within which according to Zoristava
Vasiljevic,, itis necessary to first get acquainted with the inherited rhythmic features then upgrade it, make
adjustments, and save his wealth inherited by folk music tradition” (Vasiljevic, 2006: 173). Pointing to the
importance of using folk songs in the initial musical literacy teaching Vasitjevic states that "the ability to
perceive and intonate basic tones fixed over the model creates strong supports on which the accuracy of
singing from the music sheet is built” (Vasiljevic, 2006: 78). During the elaboration of the role of the folk
song in the music-pedagogical approach of Zorislava Vasilievic, will be also review the author's book
Muzicki bukvar, which includes all the elements of initial musical literacy, and contains folk model-songs
that were modernized by the author, based on the models of Miodrag Vasiljevic (1903-1963). Zorislava
Vasiljevic considered that as part of solfeggio teaching "on the basis of models and other songs on the
national basis, they return (through) the teaching of music literacy debt to our tradition and provide the
first basis for understanding our music tradition”™ (Vasiljevic, 2006: 78), thus giving in its contribution o
the preservation of Serbian national and cultural identity.

Keywords: Zorislava Vasiljevie, Solfeggio teaching, folk song, initial musical literacy.
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VIULLA) TPAAVNIIVIOHAAHE JAITAHCKE MY3MKE HA KOMHO3UIVOHE [TOCTYIIKE
TOPEA TAKEMMIIYA Y KOMIO3SUIIAIW A FLOCK DESCENDS INTO THE PENTAGONAL
GARDEN

FHasus aeaa yxasyje Ha BaH-My3uUKy TeMaTHKY, KA0 YIOBOA 3a& HacTalax xomnosunje ,, A Flock Descends
into the Pentagonal Garden” (“Jato mrruia caehe y metayraonu BpT”), KOja je 0O3faumaa HOBY eTamy y
cTBapaaaiiTsy jaranckor KoMiosuropa Topea Taxemunya. Popma TpaaUIIOHAAHHX JANIRHCKHX BPTORS,
KOja IO peunMa KOMIIo3KTopa 0fyXBara Kako IIPOMENANEE, TAKO ¥ HEIpOMetbuBe 00jexTe, y 11poriecy
KOMIIONOBAIba 11PeBEACHa je Y MY3UUKM MeAW] U crenu(puuHy OpKecTpauujy Koja MpOoM3NAadi u3
TPOMUIII/bEHe TTPUIIPEME MY3UIKOr MaTepijaaa. Bpoj meT je BaXKaH aclleKT y OPraHu3aliiji MeAoaujcKe
M XapPMOHCKE MY3MUKe KOMITOHEHTE, & IIOCTEIICHO CIyIITALE jaTa IITHIA ¥ TeTaYTAOHN BPT IIPeACTaB/LEHo
je myamukom GopMOM Koja ce rpaiu Ha orparmdaenom Gpojy mysnukex obpasan@a, M Ha YbUXOBO]
papujaLmji. Y paay je aHaau3MpaH KOHTHHYMPaHM Mporlec TpancopMaiiyje My3HaKkor Marepujasa y
Pa3sAMUMTHIM HMBOVIMA MMaryHapie criupade. ¥ IMAY [IPEACTaBAaiba KOMIOIUIMOHUX PENIerba, ca
aKIIEHTOM Ha OPKECTPAaLluji, ¥ Paay Cy IIpeActabp/herie YeTHPH OPKeCTapeke CHTyalije 13 KOMIO3uIHje
A Flock Descends into the Pentagonal Garden”. Oruri XapMOHCKY je3MK CAeAM MAEYy KPETaba 04
MyATOKAAHOT XAPMOHCKOr KaacTepa Ka (poKycHpaloM 3BYKY HpPeriosuaraube BepTukase ocnose. Y
pajdy Cy CeAeKTOBaHM HVI30BM aKOpaJa ca TIOUETKA KOMIO3WIMje, ¥ BpIIeHa je aHaau3a ILUXOBe
TpaHcdopManmje ¥ HOCTENEHOT PepPacTamka y MPero3HaTAuBe BepruKadne Ccrpykrype, basupane Ha
TPAAMIMOHAANIM aKOPAMMA jAIlAHCKOT MHCTPYMeNTA IHO, 04 KOjUX je HEKOAMKO akopaja rpabeno
YAPaBo HACAOJABAEM AHXEMUTOHCKUX M XEMMTOHCKMX IIEHTATOHCKUX Aectsuiia. Pesyarar anaimse
KOMITO3MIMOHYIX TIOCTYIIAKa yKasyje 4a ce eAeMeHTH jallaHcKe TpaauiMoHaAne My3yKe HCIoLasajy He
caMo Kpo3 AMHEeapHO TpeTupatbe 38yKa ¥ jeariom raacy, seh kpoa Gopmy, Texcrypy u opkecrapceky Gojy,
Kao 1 KPO3 CHATY XapPMOICKOT KOHTPACTa 1104, YTUIIAjeM CTaHAaPAHIX aKOPada jallaHCKOT MHCTPyMeHTa
0.

Kayune peun: Takemuiry, KOMAO3UIM]a, OPKeCTpalyja, aHaamsa, o
Ap Baaentura AYTHUHA

Yuusepanrer y Vicrounom Capajepy (PenyGanka Cpricka, BuX), Mysusxa akajeMuja
valentinacvijetic@hotmail.com

DOOAKAOPHE MTHTOHAILIUJE V AJEAUMA BAAAE MUAOHMIEBUBA ¥ BOJMHA KOMAAVHE
KOJA CY MUHCITUPHCAHA YTOE3UJOM MAKA AU3AAPA

36upxa njecama Maxka Ausaapa Kamenn criasay, Ouaa je uHCIMpanmja MHOIMX KOMIIO3MTOPa, Kako
BOCAHCKO-XePLETOBAMKOL, TAKO M IIMPEr JyrocaoseHckor npocropa. Fherosa noesuja, koja 11peAcTansa
,yCrjersy cuMBUo3y apXaudHor (CpeArboBjeKOBHOT) BOCAHCKOT je3uKa ¥ MOAEPHOT IIOETCKOT u3pasa”,
pesyarupala je TjeCHUIKMM TBOPEBMHAMA KOje Cy BPAO YCILeNIHO YKAOILLEHE y CaBpeMeHM TIOCTCKI
xonTekcr. Ha taj Haums, meroga Xoesmja 1ocTala je CBOjeBpCHM MOCT KOJH CIIaja AyX CPeArhOBjeKOBHOT I
caBpeMeHOr DocaHckor dosjeka. Taxo KpeupaH MOETCKM CaApiaj, IOCTAo je MHCOMpanuja M [OTKa 32
MHOTra gjesa Kommosutopa Baase Muaomesuha u Bojuna Komaauue. Tlpumapuu nus osor pada je
MPUKa3aTH KOMIIO3ULMOHE IOCTYNKEe W CpeActsa ToMohy KOjuX Cy HaBeAEHM ayTopu, CBOJOM
AyTEHTVMHOM MMarMHalMjOM, OCTBapuAM yoljermHy cumOMO3y II0e3uje ¥ MYy3uKe, apxauguor
(TexcTyaaor ¥ 3BYYHOT) cajpiKaja M caBpeMenor (fIOeTCKOr ¥ MY3MUKOT) M3pasa, y3 Heu3ocTapHe
doaxaopne unronanyje u Hoje.

Kayane pyujeun: [Moeauja u My3uka, apxayuqHo U CaBpeMeHo, (POAKAOPHY eAeMEHTH.

36




INFLUENCE OF TRADITIONAL JAPANESE MUSIC ON COMPOSITION TECHIQUES IN TORE
TAKEMITS5U'S COMPOSITION A FLOCK DESCENDS INTO THL PENTAGONAL GARDEN

The title of the picce refers to an extra-musical context, as an initial iden for the composition "A Flock
Descends into the Pentagonal Garden”, which marked a now phase in the work of Japancse com poser Tore
Takemicu., The formy of traditional Japanese eardens, which, according to the com poser, encompasses both
variable and unchanging objects, translates into music form and specific orchestration coming from the
thoughtful preparation of music materials. Number five is an tniportant aspect of organization of
harmony, and gradual descent of bird flock into the pentagonal garden is represented by a music form
buiit on a limited number of music patterns, and their variation, Tn this paper I am researching the
continuous process of transformation of music materials at different levels of the imaginary spiral. [n order
to present composition solutions, with an emphasis on orchestration, four orchestral situations from the
composition "A Tlock Descends into the Pentagonal Garden” are analysed in the paper, The series of
chords from the beginning of the composition are analysed through their gradual transformation into
recognizable vertical structares, based on traditional chords of Japanese instrument she, Several chords
are created by superposition of anhemitonic and hemitonic pentatonic scales. The result of the analysis of
composition procedures indicates that the elements of Ja panese traditional music are manifested not only
through finear sound treatment, but through the form, texture and orchestra tion, as well as through the
power of harmonic contrast under the influence of the standard chords of Japancse instrument sho.

Keywords:Takemitsu, composition, orchestration, analysis, sho

FOLKLORE INTONATIONS IN THE WORKS OF VLADO MILOSEVIS AND VOJIN KOMADINA
INSPIRED BY MAK DIZDAR’S POETRY

Mak Dizdar’s collection of poems Stone Sleeper has been an inspiration for numerous composers, both
from the territory of Bosnia and Herzegovina and the wider territory of former Yugoslavia. Flis poetry,
representing a “successful symbiosis of archaic (medieval) Bosnian language and modern poctic
expression” has resulted in poetic creation being fitted into the modern into a contem porary poetic context
very successfully. In that way, his poctry has become a sorl of a bridge connecting the spirit of a medieval
and contemporaty Bosnian human. The poetic contents created in such a manner has become the
inspiration and basis for numerous picces of music written by Vlado Milosevis and Vojin Komadina. The
primary aim of this paper is to show the compositional techniques and means by which the named -
authors, with their authentic imagination, cstablished a successful symbiosis of poetry and music, of
archaic (textual and sound) contents and modern (poetic and musical) expression, with inevitable folklore
intonations and colours,

Keywords: Pooetry and music, archaic and modern, folklore elements.
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Brtcoxa KoAa CTPYKOBHUX CTyAuja 3a obpasosarbe saciiraua y Iupoty (Cpbuja)
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YuusepauTeT ymerHocTin y beorpaay (Cpbuja), Paxyater My3uuke yMETHOCTH
dubljevic@yahoo.com

VIIO3HABAGE AEKOBUTUX CBOJCTABA BU/LAKA YIIOTPELOM AEUJHX
MNECAMA, BPOJAAUDIA U BP3AAUITA

[TosHaBathe AEKOBUTHX CBOjCTaBa Bybaka IoxKesHO je 300r noausara MMyHHTeTa, Ipeseniuje BoaecTy,
Kao U yKAalbaiba IbelMx cuMnroma u nocaeauna. Hapountoe je smawajuo sfor yuecrase yuorpebe
anTUDMOTHKA ¥ CTBaparba PesUCTeNTHOCTM, YTIO3HaBaILe Ae1ie ¢ BAaTOTBOPHIM AejcTBOM Dumbaka MOXe
ce piuTH n3soherem Bpojasnng, necama, My3sUIKUX Urapa 1 Opaasuia uHju CaapiKaj AOHOCH KOPHCHe
wiopmManuje o Dumxama us wUXoBor okpysxera. Kpos urpy aena mory crehu gparouesa casHarba u
NPaKTUIHO WX TIPUMEHNUTH Y CBPXY OuyBarka 1 yHalipeDeiba COLICTBEHOT 34paBaa 1 34paBsba CBOjuUX
DAMKELMX. AYTOpPKe uadaHka ocMucamae cy Opojaauue, necme u Opsaampe xaxo OmM OBY TeMaTHKy
npubarKyAe AU TIPEAIIKOACKOr U ITOUETHIX Pa3dpeAa OCHOBHOLIKOACKOT y3pacra.

Kayune peun: JexoBuTa cojcTBa bumaka, Bpojasune, necme, Gpsaaune, 4eLa IpeAlIKOACKOr U
NIOYETHHX Pa3pea OCHOBHOUIKOACKOF yapacTa

Pagocr TAAOIBA KPTVHWH, MA

Ynusepsurer ymerrnoctn y Beorpaay (Cpbuja), Gaxyarer Mysuuxe yMeTHOCTI
Cryaent AOKTOPCKUX CTYAMja MY3UKOAOTH]E

radostgalonja@gmail.com

OAHOC ISMEBY MY3MUKOT M TTOETCKOI' ¥V HET IJECAMA 3A I'/IAC i KAABUP BAAAE
MW/AOILIEBHUHA

Jour 04 CrBapaJaykux IOYeTaka, >KaHp coa0 ijecme je Baagu Muaomesnhy caykuo Kao rpocrop 3a
HCHUTYBAILE TIOETCKO-3BYUHMX TIOTEHIMjala pUjedyd i TOHA, adu M XKao HObe Koje orsapa moryhnoct
capaArbe ca IjeCHULMMa 32 Yujy Ioe3ujy je O1o 3anHTepecosan i Koja je, ¥ BeAMKOj Mjepu, yTUaaa Ha Iyt
kojumM he ce kpeTary ILeroB OITYC BOKaJHe My3uKe. JeaaH 04 KOMIIO3UTOPOBUX CapaJHiKa M IIpujarebha
6uo je Panko Pucojesuh, umja je noesuja namaa csoje Mjecro y 18 coao njecama 3a raac M KAaBup.
ITjecruxoa mucana pujed ce Muaoniesuhy yumnnmaa Kkao noroAHo TA0 3a My3udKa TyMaderha, 1Ipy yeMy
ra je moceBHO MHTpUIMpada cuMBOAVKa TIPHKA3ANa ¥ TIOETCKUM TPeAAOIIiMMa Y KojuM ce oOpabyjy
motusu npupode. [Tpema pujewrima Visana Yasaosmha, Hajucraxayruje Mjecto y oBoj rpyriu heaa uma
urayc Iler njecama 3a raac ut kaapup (1975-1976), xoju he opom npuanMkoM 1 BUTKH IIPE3EHTOBAH.
[Noaasehn o4 amaamse ozHOCAa MY3MUKOT M TEKCTYaAHOr PUTMa (¥ akleHTyalpje), Te Mysuukmx
KOMITOHEHTH Koje Cy y cAy>xOu yoDamuema 3By4HO-JE3MUKe LjesMHe cOAQ Hjecama, HHAh paja jecre
ocsjerpeme Muaomesuhenor Meroja o3syuasarba TeKCTa, Te o4rioca uaMehy noeTckor caoja Iukayca u
MY3HUKOT KOHTEKCTa KOjIt O3BYUEHy pujet OKpyKyje.

Kmyune peur: Mysuka, rroesuja, [ler njecama, Baago Muaomesuh, MeToa os3pyyasarsa.
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USAGE OF CHILDREN'S SONGS, COUNTING RHYMES AND TONGUE-TWISTERS TO
INTRODUCE MEDICINAIL PROPERTIES OF HERBS

Having knowledge of medicinal properties of herbs is highly preferred when boosting the immune
system, preventing a discase as well as curing its symptoms and consequences. In addition, the knowledpe
is quite significant since there is a frequent overuse of antibiotics which leads to development of antibiotics
resistance. Introducing medicinal properties of hetbs to children can be done by performing the cou nting
rhymes, music games and tongue twisters which bring an informative content about the herbs from the
children’s surroundings. Learning through play the children can obtain precious knowledge and use it
practically in order to preserve and boost their own health and health of their loved ones. The authors of
the article have created the counting rhymes, songs and tongue twisters so that pre-school and low-
primary-school children could become acquainted with the above mentioned topic.

Keywords: medicinal propeeties of herbs, counting rhymes, songs, tongue twisters, pre-school and fow-
primary-school children

THE RELATION BETWEEN MUSIC AND POETRY IN VLADO MILOSEVIC'S FIVE SONGS FOR
VIOCE AND PTANO

Since the beginnings of Viado Milosevic's creative strivings, the genre of song was a relevant research area
for examination of musical-and-poctic potentials of the word and sound, but also as a field which opens
many possibilities for cooperation with poets (which affected on his opus of vocal music). One of his
associates and friends was Ranko Risojevic, on which poetry Milosevic composed 18 songs for voice and
piano. The poet’s written words were a suitable for composer’s musical interpretations, whereby he was
especiaily intrigued by symbolic meaning shown in poetry with motives of nature. According to Ivan
Cavlovic, most valuable position in this group of compositions has cycle Pet pjesama za glas t klavir (Five
Songs for voice and piano, 1975-1976), which will be presented in this paper, Starting from analysis of
relation between musical and textual rhythm (as well as an accentuation), and then musical components
which are in service of shaping sound-and-lingual unity of songs, the main goal of this work is to notice
Milosevic's method of musical transpositions of the text, and a relation between poctic sphere of
compositions and musical context of a sounding word,

Keywords: Music, poelry, Five Songs, Viado Milosevic, the musical transpositions of the text.
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VAQUATIJEBAIBA YV IIOUETHO] HACTABU TUTAPE

Y nouerHoj Hacrasu rutape ce Hauemhe cpehie ManyeAna HoOCTaBKa 3BYKa, OANOCHO YUe€ibe IOKpery
TIPCTH)Y, KOjY OATOBapajy HOTHOM 3aIicy a, Kao >KeAmeHW PesyAaTaT, Aajy UCTU OHaj 3BYK KOju, je
NPBOBUTHO, KOMIIO3UTOP M3 CBOje MMaruHanuje mpeneo Ha nammp. VMaxo nenxosoruja Mysuke norsphyje
Aa je BOAKM U NPUPOAHNI IPUCTYIL 04 3ByKa ka cumBoay, miave yobuuajen na macrasu coadeba, y
FIOYETHIO] HACTaBM TTape jOII yBjeK Ce He Hasupe Takab HauuH paja. Ja Ou yuenuiu ogpebernty Meaoaujy
AMYHO AOKMBjeAH U 3anaMTuau Tpebaau Bu je oTHjesaTy, jep je Taga NPU BE3MBAILY TOHA U HOTHE CHKe
3BYK y HpBOM NaaHy 1 6yayhn Ja ce IpUMa MCKYCTBEHO, ay TOMATCKM Ce MHOIO Dpoke ¥ AaKIIe cxBaTa U
namru. Vnak, HaCTaBHUIIY MHCTPYMEHTA Ce TEIIKO OAAYUY]Y Ha IjeBarbe HOBUX KOMIIOSUI K], jep cThay
YTHUCAK A3 TO M3MCKYje BYILe ppeMena, Te He ysubajy sHauaj TakBux nocrynaka. To je 1 cacsyum IpupoAHo,
¢ oB3MpPOM Ha yCTabeHN 11 OrITerTpuxsaherys mpucryIl ceuparny, a TO je caMyuM cuparseM. CBpxa OBor
paJaje Aa ykaske Ha jeHOCTaRHI{H, DPsKi, eKOHOMUYHM]Y M NPUPOAH ]I HAMHH IPEHOIIEba 3HAbA, Kaja
j€ ¥ Ilirarsy HaCTaBHMK MHCTPYMEHTA, AOK je 3a YUeHMKa, y UCTO BpeMe, el 04 IIPBOT TPeHyTKa, pajocHmji
YT Ka My3UIVpaiby.

Kmpyune pujean: ouerna nacrasa, coadebo, rutapa, 1njesatbe, cMjep Hacrase, MafyeAHa HOCTABKa
3ByKa,

Mapuja 'OAYBOBUH, MA
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masa.dj.golubovic@gmail.com

MUCHUJA PYCKOT AOMA Y BEOTPAAY: KYATYPHA IIOAUTUKA U MY3UKA (1933-1941)

Pycku aom y Beorpaay (1933), Hajcrapuju gom pycke Kyatype Ban rpanuia Pycuje, oA npsux apa cpor
FIOCTOjatha CBRAOUM O TOME KOAMKO Cy 3a eMHUIPaHTe KyATypa 1 ouyypame Hacaeha namyurrene AoMoBune
buau Baxxau. Hu y jeanoj apyroj gp>xasm-goMahuHy Huje nocrojada OBakO OpraHM30BaHa jeAMHMILIA
rioityT Beorpaackor Pyckor goma. Marpaama Joma, mehytum, npegcerasaa u gaobap nipumep rnoapiuke
KOjy €y JyrOCAOBEHCKE BAAaCTH Ma 4eay ca xpamem Aaekcamapom Kapabopbeswhem npyxase
eMUIPAHTUMA, Ka0 M M3pa3 MOIITOBaIba IPeMa IUXOBOM KyATYPHOM HacaeDy Koje ce y ToM TPeHyTKy
YKAANAAO ¥ KyATYPHY 10AUTHKY ApKase. OBO IPeAMBHO 34albe, y UMjoj M3rpaAtbi M OpraHu3anuju je,
yaMeDhy OCTaAux, aKTHBHO YIeCTBOBao ¥ pycky aunaomara Bacuanje Huxoaajesnu Hlrpanamar, 6uao je
JEAMHCTBEHM LeHTap [POCBETUTEACKOY, HAYYHOT ¥ YMETHHYKOT >Xupora emurpauara. [lo orsaparsy
Pyckor goMa, TIojeariie eMUTPATCKe MUCTUTYIIM]E U Ky ATy pHe OPraHyu3anije CMeCTIAe CY Ce 10/ HeroB
Kpos, 40K je Pycko Mysuuxo apyurrso (PMA), xoje je Ouao jeqan o4 HocmAara MysUUKorT XXusoTta Meby
Pycuma, a0buao moryhnoer aa venrthe opranuayje xontepre. PM/] je umaao snadajity yAOry ¥ Herosay
My3uKe PycKux (Ipe cBera AOPeBOAYHMOHAPHUX) KOMIIO3UTOPa, Kao M y OPraHu3almju pPasHux
kyarypuux Aorabaja y Beorpaay. ¥ osom pagy 6uhe nipukasana mysmuxa axrussocr Pyckor aoma y
KOHTEKCTY KyATypHe noantuke Kpasesune Jyrocaasuje Tor 4oba.

Kmyuase peumn: Pycxur aom y Beorpaay, pycka emurpanuja, Kpasesnua Jyrocaasuja, lltpatnamar,
Pycko mMy3yko ApyniTEO.
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THE ROLE OF SINGING IN THE INITIAL TEACHING OF GUITAR

Attheinitial stage of teaching young learners how to play the guitar one most often comes across manual
sound setting, thdt is, learning the finger movements that correspond to the score and give the very same
sound that the composer originally transterred from her imagination onto paper. Even though the
psychology of music has confirmed that the sound-to-symbot approach, commonly applied in solfeggio
teaching, is a better and more natural one, this approach has not yet been tried at the initial stage of
teaching young learners how to play the guitar. In order for pupils to personally experience and remember
a certain melody, they should sing it, since the connecting of tone and notation brings the sound o the
forefront. Given that it is received experientially, it is automatically understood and remembered casier
and faster. Still, guitar teachers find it difficult to decide to sing new compositions, as they scem to have
the impression that it requires more time, and hence do not see the value of such procedures, And this is
ntatural, considering the common and generally accepted approach to playing the instrument - which is
the playing itself. The purpose of this paper is to point out a simpler, faster, more economical and natural
way of lrans{erting knowledge, when it comes to the teacher of the instrument, while for the pupil, at the
same time, from the first moment, the more joyous way to music,

Keywords: Initial stage of teaching, solfeggio, the guitar, singing, teaching orientation, manual sounc
setting.

A MISSION OF THE RUSSIAN HOUSE IN BELGRADE: CULTURAL POLICY AND MUSIC (1933-
19471)

The Russian House (1933} is the oldest Russian cultural center outside Russia. Since its inception, the
Russian Fouse in BL]?’] ade witnesses how culture and preserving the homeland heritage were important
for Russian émigrés. No other host country had such a well- ()1gam/ui cultural center to rival the Russian
House in Belgrade. However, the construction of the Russian House shows the great support to emigrants
given by Yugoslav author IllLS and King Alcksandar Karadordevic. It was also a show of respect to their
cultural heritage, coinsiding to the current state cultural policy. This wonderful building ~ whose
construction and organization included the active participation of the Russian diplomat Vasily
Nikolaevich Strandman, among others - was a unique center of educational, academic and artistic life for
émigrés. After opening, some émigré institutions and cultural organizations settled in the Rusian House
building. As one of the pillars of the musical life among the Russian population Russian Musical Society
became a regular concert organizer. The Society played an important role in p:omotmg the music of
Russian composers (particularly those of the pre-Revolution period) and organizing various cultural
events in Belgrade. This paper will discuss the musical activities of the Russian Flouse in the context of
the contemporancous cultural policy of the Kingdom of Yugoslavia.

Keywords: The Russian House in Belgrade, Russian émigrés, Kingdom of Yugoslavia, Strandman,
Russian Musical Society
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PEAEOVHNCAHU COHATHU OB AUK ¥ AOAEKADOHCKUM YCAOBUMA APHOAAA
HTEHBGEPT A

Y Xeay A2 ce OTPIHE OA MYy3HKe TIPOILAOCTH M Tpaauuuje Geukux xaacuuapa, Apnoas HlenGepr je
passiio Aoaexadorujy; ¢ THM A4 je 3aAPKA0 TPAAUIMOHaAHy (GopMy KOjy je yermjero KoMOuHOBao ca
CBOjMM HOBUM MY3HMKMM jesykom. (Popmaar ofpasan Koju 1a fe Hajsuinte OKynupao je cotratnm 0bavx,
13 pasAora INTo je BeOMa HPHUAATOAAUB HAJPA3HOBPCHUMM KOMIIOZUIIMOHNM TEXHUKAMa, T€ CE Y TOM
TIOrAeAy YCUJeIIHo NpuAaroano u aoaexadonckum ycaosuma. [llenebpr je y ocHoBu 3a4pKao TeMa1cKy
forae/, Ha coHarnu oDauk, 110 KOjeM je TeMarcky ILAaH HajduTHUM KOHCTPYKTHBHY €AEMEHT 3a
YHUBEP3AAHO cxsaTarke coHarie Gopme; IITO je y BeAMKO] Mjepu y Tpasunujyu cxsatarha Antona Pajxa,
Azoada B, Mapcka u Kapaa Yepnuja, Ja Buemo agexpatho npucrynuau GopMazHoj anaausy, MOpamo
uMaTtH y BUAY Aa je 4oAekadponmja yrullada Ha ¥3MjeHe Xujepapxuje COHaTHIX MPUHIMIIA, LITO Ce Oresa
y: NpOLECyaJHOCTHt y TPBOM I1A2HY, BapUalMONKM NPUHIMIMMA, pasamdutuM  Qakropuma
HENIPABUAHOCTH, KA0 ¥ Y U30CTAHKY TOHAAHOT Y CTPYKTYPHO-TEMATCKOT IIOMMPEeILa IIPBe 1 APYTe TeMe y
peripusy. Coratry (opmy Llenbepr kopucrn y csojum muxaycuma o11.26/V, VIV, or.30/V1, or.36/M,
or.37/W u o11.42/V1; 1 y jeanocrasaunum beauma or.33a, 011.336, or1.45 u o11.47. Pag 1ipeAcTab.ba 11peraey
pasamauTUX aHaAMTHIKMX subera 1o rmraty (GoOpMe y HaBeACHUM CTABOBMMa KOjM CY NPUMAPHO
OKApaKTePUCAHY Kad COHATHM, IIITO AOBOAM AO MMOCTABAANA peAeHHU e COHATHOT O0AMKA 1 COHATHIIX
HPUHIKIIA Y HOBMM A0AEKA(POHCKMM YCAOBUMA.

Kmyane pujean: Conatia gopma, goaexadornja, Aproaa [lenGepr.
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MY3UYKE UMIIPECUJE ¥V CUMDOHUICKO] ITIOEMU BEAILA AYKA 1969 BAAZE C.
MHUAOBIEBMHh A

Bamaayuky xomnosurop Baago C. Muaomesuh (1900-1990) octao je y Haioj My3udko] jaBHOCTH TO3HAT
Kao KOMIIO3UTOP KOjU je IpumMapHo GHO OpujeHTHcat Ka MamyuM (GopMaMa 3a XOp, 1 cOA0 rjecMama. 3a
KoMIIoHOBatbe cuM(poHUjCKe My3uke 3aunTepecosao ce 1950-ux, kao seh nckycan xommnosurop. Fberoza
HajosHatHja cuMQpoHujcka Deaa cy IporpaMcKOT KapakTepa, 04 kojux ce ety Kpajunika parcoauja
(1950), Ca naanune (1957), Apamarnuna cumdonnja (1966), Mpryaa (1972/73) n XV 6ocancka eaeryja
(1974). Cumdonujcxa heaa Ca mersse ro rpagy (1954) i Bara Ayxa 1969 (1969) cy nocsehetie rerosom
poaHOM rpagy Bamoj Ay u y miMa ocamuKasa cBoje MMITpecuje poaHor rpasa, CiumQpoHmjeka oeMa o4
HasupoM barsa Jlyka 1969 je HacTaa Xa0 KOMIIO3UTOPOBa PEAKIMja Ha NPEXUBAEHM PA3OPHY 3eMbOTPeC
y Batsoj Ayy 1969, roamnse u Ma 00AMK MMIIPECH]E Y KOJO] C& CMjersy]y CjeTHH ¥ OIITUMMCTUIKY TOHOBH.
Onaj paa AOHOCH aHAAMTMYKM OCBPT Ha IpOrpaMcku cagpxaj heaa, aouapasama serore bama Ayxe
mpuje mOTpeca, HATYPAAUCTHIKO O3BydaBalbe CAMOT MOTpeca U TypodHe aTMocdepe y rpasy HakoH
notpeca. Baago Muaowesuh Ha camom kpajy beaa xopuctu u cynmuany cybanmarysjy (poakaoprmx
eaeMenata Ha Kpajy beda xao amoTeo3y ONTHMIM3Ma, ca UBPCTHM BjeposameM aAa he Bama Jyka aa
npepasyube noremkohe 1 HacTaBi CBOj SKUBOT.

Kayane pujeurs: Baago C. Muaomesuh, cumdonnjcka roema, bama Ayka 1969, nporpamuocr.
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REDEFINED SONATA FORM IN THE DODECAPHONIC CONDITIONS OF ARNOLD
SCHOENBERG

In order to brealk away from the music of the past and the tradition of the Vienna classics, Arnold
Schoenberg developed the twelve-tone method of composition, known as dodecaphony; whereby he kept
the traditional form combining it successfully with his new music language. The formal form that
occupied him most was Sonata Form as it was very adaptable to most diverse composition techniques;
therefore the form was successtully adjusted to dodecaphonic conditions, Basically, Schoenberg kept his
thematic view on Sonata Form, according to which the thematic plan is the most significant element for
the universal comprehension of the Sonata Form; which is found in the tradition of comprehension of
Anton Reich, Adolf B. Marx and Carl Czerny. To take an appropriate approach to formal analysis, we
have to bear in mind that dodecaphony influenced transformations in the hicrarchy of Sonata principles,
which is reflected in processuality, first of all, then in variation principles, various factors of irregularity,
even in inclining to some old sonata laws from the pre-classic epoch, as well as in the lack of tonal and
structural-thematic conciliation between the first and second theme in repetition. Schoenberg applied
Sonata Form in his cycles op.26/L, 11, op.30/1, 0p.36/1, op.37/1 and op.42/1, as well as in single-movement
works op.33a, op.33b, op.45 and op.47. This paper represents an overview of various analytical views
related to the form in the above indicated views that are primarily characterised as sonata in the opus of
Arnold Schoenberg, which leads to redefinition of the Sonata Form and sonata principles in the new
dodecaphonic conditions.

Keywords: Sonata form, dodecaphony, Arnold Schoenbery,

MUSIC IMPRESSIONS IN 5YMPHONIC POEM BANJA LUKA 1969 OT VLADO 5. MILOSEVIC

Viado 8. Milosevic {1900-1990), composer from Banja Luka, remained in our music public known as a
composer who was mainly oriented towards smaller musical forms for choir and lied. He started writing
symphonic music in the 1950s, as an afready experienced com posm I'is most famous symphonic works
are pmcu of program music such as Krajiske rapsodifr (1950), Si plaiine (1957), Dramatidng sisfonija (1966)
Mrgnda (1972/73) and XII bosansta elegije (1974), ‘)vmph(mm pieces S selaje po grodu (1954) and !:rum Luke
1969 (1969) are dedicated to his hometown Banja Luka, where Vlado S. MJ]D‘-.CVEC pamts his impressions
of it. The symphonic poem Bmijo Litke 1969 was written as composer’s reaction to the survival of
destructive carthquake in Banja Luka in 1969, and it has shape of impression in which melancholic and
optimistic modes shift. This papier brings analytical overview on the program content of this mee
describing Banja Luka’s beauty before the carthquake, naturalistic sounding of the quake itsclf and a grim
atmosphere in town afterwards. At the very end of the piece, Viado Milosevic uses subtle sublimation of
folklore elements at the end of his work as an apotheosis of optimism, with a firm belief that Banja Luka
will overcome difficullies and continue its life,

Keywords: Vlado 5. Milosevic, symphonic poem, Banja Luka 1969, program work.
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L ACOHAHIIE i PEMUHUCLIEHITE” CA ATOCA - CUM®OHU]CKA IIOEMA XUAEHAAP
BAAAE C. MUAOIHEBMHA

Cumdonnjcka rioema Xuaenaap Baage C. Muaomesnha nacraaa je 1972. roanHe HakoH KOMITO3UTOPOBOY
nyrosarsa Ha Csery lopy u Bopaska y manactupy Xuaanaap. Y ayrorpady, nsa nacaosa, Muaoresuh
TIOjalITEbaBa Aa KOMIIO3UIIM]A PEACTasAha ,acOHAHIIE ¥ PEMITHUCUEHLE HOBOAOM 1yToBatka y Atoc”, ay
TIOCBETH HABOAM Aa je OBy cuMQOHMjCKY Toemy HocseTHo Mysuxoaory Aumurpujy Credanonuhy.
Xuenaap je XOMIIOHOBAH 3a TPOJHY CACTaB OPKeCTpa ca TPUHAECT yaapaski, KoMmosuTop je AeTamHo
M3A0XKMO MPOTPAMCKH caipskaj KOj je Hoaujeano Ha ABajecerderupu Aujeaa (a umja he dopmaana
opraHusaiiuja, IpeMa CaapiKajy M TeMaTCKOM Marepujaiy, OuUTH CBeAeHa Ha Marby Opoj ocheKa)..y
OKBUPY OBE KOMIIO3MLMjE, ayTop je Hacrojad My3MUKUM CPEACTBUMA IIPUKA3ATU YTHUCKE, AOKUBAA)E,
arMocepy 1 rojeAnie AETa/be Ca OBOT XOAOUACHMYKOT IyToBama. Lna OBOY paja je 4a Kpos aHaAn UKy
nperies KOMIOSUIMiE AOTPUHECE OCBjeT/haBalby KOMIO3UUVOHO-TEXHIYKNX TIOCTYTIaKa, TeMAaTCKOr,
$OPMAAHOT, XAPMOHCKOT U APYTHX ACTIEKTa OBOT, Y MY3MUKO] JABHOCTH HEAOBOALHO YIOZHATOT AjeAa Baaae
Muaomesyha. C 0631poM Ha APYIITBEHE OKOAHOCTH ¥ BpUjeMe HaCTaHKa, KOMIIO3MIMja HIKaAa Hitje
ussejeHa, Te ce HaszaMo Aa he pocauje ckopo moaa Bujexa O/ IHEHOT MacTanka, a y TOAMHM Xada ce
oBuMmexaBa OCaMCTO ToauHa aytoxedaanocty CpIicke pasociaBHe NPKBe, OBO Aje10 DHTH M3BEACHO 1
MIPeACTaB/EeHO jJaBHOCTH.

Kay4ase pujeus: Baago C. Muaowmesuh, Xuaengap, cvimponujcka oeMa, TporpaMHoCt, anaausa.
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TIEPCITEKTVIBE HACTABE COADEBA Y CPBUJU - TPAAULMIA ¥V AUTUTAAHOM AOBY

Hacrara coadeba, jeana o4 TeMesHux gncrimnantia popMaaHOr My3UIKOT 00pa3oBara, 40KHUB/bABAAA je
Bpojie yaaeTe moues og cpeaure 19. Beka 04 Kag ce upaxrukyje y CpBuju. Yerenra nacrasa coadeba
TpeBaso Bu a2 ocriocobmasa YUEHMKE 33 ,MUILLEIE 3BYKOM” ¥ THME OAaKilla paj Kako Ha HacTaBu
VIHCTPYMEHTR, TaKO M HA HACTABY OCTAAMX MY3UYKIX ¥ TEOPUjCKUX AMCLMIIAMHA. AKTYeAly HacTaBHy
HAGHOBU U IPOTPAMIU 33 OBA] IIPEAMET Y OCHOBHOM M CpeAmenM My3snIkoM obpasosamy y Cpbuju jactio cy
apTukyaucany, wabaaancupanu u mponpahenm xsaamrerruM ynDenmiuma. Mebyrum, meaocraTak
TIeAATOIIKOT KOHCEH3YCa UM METOAMYKM status (UO Ha HAIMOHAAHOM HMBOY PesyATHPAo je seoMa
Pa3AMYMTIM HIBOMMa 3HAMA U BEIITHMHA KOjUMa MAaAM My3Udapy BAasajy ¥ TPEHYTKY Kaja KOHKYPULLY
1a Mysuuke cryavje. Opaxsa cutyanuja ynyhyje Ha 3akaydax Aa ce He OCIBapyjy 3aaanu Hacrase coadgeha
I/ je Ha TIPBOM MEeCTY BHCOKA OCIIOCODAEHOCT 32 MY3UIKO YU TAILE M IMCAILE, @ 1TO 32 KOHCEKBEHILY 1Ma
cAaBYj1 pa3Boj My3MIKUX CHOCOBHOCTH YHEHIMKA, BIIXOBO OTEXAHO POpeCHOHAAN0 0CaMOCTALNUBASE
VIMTHO OTIIITE pasyMenarhe Mysuke. Y 0BoM msaararsy he 61ty npeucumrana 1oTpeda o IOTeHIHjaAHIM
npoMenama 1 yHanpelersiuMa HacraBHOr pada. JeAla 04 cTparerija Meroandapa sa npesasaaerhe oBe
cutyanuje Moraa Oy GUTH ycMepeHa Ha KBaAMTAaTHMBHE IIpOMere HacTaBHuX TexHuka u obauka paja.
OBAazasarbeM MOJEPHMM TEXHMKaMa ¥ KOHKpeTHUM 00aacTimMa HacTaBe, [1eAaroIKkoM Kkaapy Ou 6140
omoryheuo ynaripehusate COTICIBEHMX BEIITHUHA, 4 CaMUM THM U Hacrase, wiMe By Tpebalo sa Byae
OAAKIIAHO ACCTH3AE TPOKAAMOBAHNX LIMbEBa U CX0Aa Hactase coadebha.

Kmbyane pews: Mysuuka nieaarorija, My3uuka IIMCMEHOCT, HACTABHE METOAE, ¥LAANOBY ¥ IIPOTPaMH,
coadelio,
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HHLENDAR BY VEADO 5, MILOSEVIC

The symphonic poem Hilendar by Viado 5. Milosevic was written in 1972, following the composer’s trip
to Sveta Gora and stay at the Hilandar Monastery. In the autograph, following the title, Milosevic explains
that the composition represents “assonance and reminiscences on the occaston of travelling to Athos,”
whercas in the dedication, he states that this symphonic poem is meant for musicologist Dimilrije
Stefanovic. Hilendar is composed for a three-part orchestra with thirteen percussions, The composer has
presented in details the programme content, which he divided in twenty four parts (and the organisation
of which will be reduced to a smaller number of sections, according to content and thematic material). fn
this composition, the author endeavoured to present, using musical means, the impressions, experiences,
atmosphere and individual details from this pilgrimage. The aim of this paper is to shed light on the
compositional-technicat procedures, thematic, formal, harmonic and other aspects of this work by Viado
5. Milosevic, through analytical overview of the composition that the musical audience is not sufficiently
familiat with. Given the social circumstances and the time of writing, the composition has never come to
be performed, hence it is our hope that this work will be performed and presented to the public after
almost half a century since its creation, and in the year when the Serbian Orthodox Churely marks cight
hundred years of its autocephaly.

Keywords: Vlado 5. Milosevie, Hilendar, symphonic poem, programme, analysis.

PERSPECTIVES OF SOLFEGGIO TEACHING IN SERBIA - TRADITION IN THE DIGITAL AGE

Solfeggio is one of the basic disciptines of professional music education in Serbia, and has seen a number
of advances during the last 150 years. Successful solfeggio teaching should train students to ,aural
thinking” and facilitate instrument teaching as well as various other musical disciplines. Current curricula
and programs for this subject in primary and secondary music schools in Serbia are clearly articulated,
well balanced, and accompanied by a series of high-quality textbooks. However, the lack of pedagogical
consensus af the national level has resulted in very different levels of knowledge and skills among students
by the time they apply to music studies at the university level, owing to an abundance of competing
methods. Therefore, one of the goals of solfeggio teaching can be seen as the development of musicality
duting the complex process of developing music literacy as a prerequisite for comprehensive
musicianship. On the other hand, goals such as the development of reading and writing skills and the
understanding of music and music signs, or developing students' independence and their creative
abilities, have still not been achieved. Consequently, the main strategy for overcoming this situation
should notbe directed so much on the teaching process itself, but rather on the quality of teachers” training,.
In that training educators would be given the opportunity to improve and master their teaching
techniques, and improve the overall quality of their teaching. This would facilitate the achievement of our
stated goals, which we will discuss further in the upcoming presentation.

Keywords: Music pedagogy, music literacy, methods, curricula and programs, solfeggio.
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bumara BOJKMH

Bucoka nixoaa cTpykosHUX cTyauja 3a obpasosamse sacniutada, Hupot (Cpbuja)

YTIOTPEBA NECAMA, IIPYIMEPA Y3 MY3UYUKE AMTEPATYPE U HHCTPYKTHBHIX
[MPYIMEPA ¥ PUTMUYUKUM ITPUPYUHUIIVIMA 3A OCHOBHY MY3HMUKY MKOAY ¥V CPEUIU
(1983-2015)

OBaact prrrma sacryiiaerna je y yubermma sa HacTaBy coadeba y caum paspeamMa 0CHOBHOIIKOACKOT
My3uukor ofpasosatba. 300r noTpede Aa ce oBoj obaacty nocseTH seha Maxkesa, MySHUKY [1€4AI03M CY Y
nepuody o4 1983. roautie 40 2015. roguiie OCMUCAUAY HU3 IPUPYUHIKA 32 HACTaBy puTMa, Mely kojuma
nponasazumo: Coadeho —Puram I (3a ripsu vt Apyru paspea ocHobre Mysrike mxoae), Coadgeho —Prram
IT (3a Tpehu u werspru pazpea), Coapebo — Purram 111 (3a rern u mectu paspea) 3opucaase Bacusesuh,
Purrmuaky aexrupy - niapaaro (o4 tpeher ao mecror paspeaa) Baaaumupa Josanosuha, Pacriesann
putam [, I, 11l (3a ipsy, Apyru u rpehn paspes) Caasnuue Cvnaannh Mapkopuh n busane Llserxkosh
u Pasurpanu purtam (3a Apyru LIMKAYC OCHOBHOT My3uukor o0pasosarsa) Caasuie Cvnsanuh Mapxosih
u Topaane Hypbesuh. ITpeamer uaanka 61he pasmarparse nHuBHAYaAHOT AOIPUHOCA AYTOPaA IIOMEHYTO]
11pobAEMaTHIN, KAo ¥ CardeAaBarbe CAMMHOCTY It Pa3AMKA Y IBUXOBOM IPUCTYILY.

Kayane peum: ITecme, upymepu M3 MysuuKe AUTEPATYPE M UMHCTPYKTUBHU IPUMEPH, PUTMUYKY
NPUPYIHIIM, OCHOBHA Mysiuka mkoaa, Cpbuja

Mapxo BECHh
vesic.marko9@gmail.com

TPAHCOOPMAIVTA VT TPAHCOUTYPATIM]A MY3UYKOTI UANOMA: NIOCTMO AEPHA KAO
HOBW 3BYUHW 11 CEMAHTHYKHA ITPOCTOP

3aByCHO 04 KYATYPaAHOT, APYLITBEHOY, (0MO)IOAUTIIKOT ¥ UMAHEHTHO MY3MUKOT KOHTEKCTa Y KOM e
HAa34, My3UYKH MAMOM II0AAEKE PA3AMYUTHM ITPOLECHMa NPOMEHEe IIPU KOjuMa OH 3aAPXKaBa MAN
Metha CBOje MHULIMjAAHO 3HaueHe, PYHKIMOHNIIE ¥ CHUCTeMy (HOBMX) 3HadYema CTBapajyhy ceMaHTiIkm
NIPOCTOP KOjH j& YCAOBAEH He CaMo UYAHO AOCTYIHUM CajpKajem, ecTeTcKoM AumeHsujoM, seh csum
BAaHMY3U4KVM KOHTEKCTMMA UM CaApiKajyumMa Koju, Kpo3 uaTepnpeTarmje, OWTHO KOHCTUTYMIY MY3UYKO
AeA0. ABaurapiHe, excHeprMeHTaJHe ¥ TpaHMuHe yMeTHMYKe IIPaKce MOJepHe eBoAyupajy u
YCIIOCTaBAajy ITOCTMOAEPHY, ITpeMa HacAoBy mctoumetre Kmbure JK. /lrtoTapa, MOCTMOAEPHO CTarke Koje
ycAe4 CBOT CBEODYXBATHOT eKJAEKTMLU3IMa 1 PaBHOINPABHOCTH APYIITBEHNX, TEOPUjCKUX U APYTUX
aHTarOHK3aMa TEXMIITE [PEMEeITa ca TelxHe-a, MCTpakKuBarba MOTYNMX jesuxa M ayroHomuje
YMETHOCTH Y I10/be (TpaHcurypaiyje) sHaverba, KOMyHUKAI[Mje, apTUBU3Ma, IIPOAYKIMje M MeAUjcKe
noTpontse. Myauuky MAMOM Taza TOCTaje CPeACTBO TOBOPa O/BaH MY3MUKe YMETHOCTH, MaTepujal KOju
uMa notennujaa Adumanose Gonrane, bpakosor koaaxka u Kareaanose Amepuke. Pag nacroju ga xpo3
HCTOPUjCKY TIEPCIIEKTUBY ITPUKAXKE PasAMUMTe ITPOLece KOjU YHeCTBY]y Y MOAEAOBabY MY3UUKOL HAMOMA
V1 KOjU I'a, Kao TaKBoT, IAacUpPajy y jeAHO3HAaYHOM VA BUILIe3HaYHoM 0DAUKY ¥ OKBUPY HEAOr YMETHIIKOT
Aeaa/ripojexta. Toseposahy ITapmennaosum peuuma, E1r HUXUAO HUXIA DUT,

Kmyane peun: Mysmuks nanom, tparcdopMaluja, TpaHcGuUrypaiiija, IocTMOACPHA, 3HAUCHE
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USING SONGS, EXAMPLES FROM MUSIC LITERATURE AND INSTRUCTION MODELS FROM
HANDBOOKS FOR RHYTHM FOR PRIMARY MUSIC SCHOOLS IN SERBIA (1983-2015)

The arca of rhythm is present in the textbooks for solfeggio in all grades of primary music education,
Music pedagogues created a range of handbooks for teaching rhythm in the period from 1983 to 2015 due
to the fact that at the time this arca should have been devoted more attention. Consequently, the following
handbooks can be found: Solfeggio — Rhythm I (for the first and second grades of primary music school),
Solfeggio — Rhythm II (for the third and fourth grades), Solfeggio — Rhythm [ (for the fifth and sixth
grades) by Zorislava Vasitjevic, Rhythm Readings — parfato (from the third to sixth grade) by Viadimir
Jovanovie, Singing Rhythm [, 11, TH (for the first, second and third grades) by Stavica Smiljanic Markovic
and Bifjana Cvetkovic and Playful Rhythm (for the second cycle of primary music education) by Slavica
Smifjanic Markovic and Gordana Durdevic. The subject of the article is an observation of an individual
contribution of the authors to the above-mentioned topic as well as an attempt to determine similarities
and differences in their approach.

Keywords: Songs, cxamples from music literature and instruction models, handbooks for rhythm,
primary music schools, Serbia

TRANSFORMATION AND TRANSFIGURATION OF A MUSICAL IDIOM:
FOSTMODERN AS A NEW SOUND AND SEMANTIC SPACE

Depending on the cultural, social, (bio)political context, music idiom is susceptible to various
transformation processes, where it keeps or changes its initial meaning, exists in a system of (new)
meanings, thus creating semantic space with audibly available content and aesthetic dimension, buet with
all non-musical and content witch, trough interpretations, greatly constitute a musical act. Avant-garde,
experimental and borderline practices of modernism evolve and set up the postmodernism, according to
the title of the book of . Liotar, postmodern state which due to the eclecticism and equality od social,
theoretical antagonisms is moving centroid from techne, the research of possible languages and autonomy
of art to the field of transfiguration of meaning, communication, artivisam, production and media
consumption. Musical idiom becomes the means of speech outside the musical art, the material which has
the potential of Duchamp's Fountain, Brak's collage and Catellan's America. 'This work intend to show,
through historical perspective, various processes that are present in modeling a musical idiom and which
place the idiom, as such, in a single meaning or multiple meanings within the entire artistic part of the art
piece/project. I will trust the words of Parmenides, Ex nikilo nihil fit,

Keywords: Musical idiom, transformation, transfiguration, postmodernism, meaning.
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MOTPATA 3A HAIIMOHA ZHVM CTUAOM ¥ [IPABOC/AABHO] XOPCKOJ MY3UILIN 20. BEKA —
TIPBA ®MHCKA AUTYPIVIJA CB. JOBAHA 3/1ATOYCTOT 3A MEINOBUTH XOP (1936) ITEKA
ATHUHEHA (1885-1956)

Oarosapajyhn Ha ro3us apxuernmckorna Xepmana, [lexa Arimen (ITjorp Bacusenuy Axkumos, 1885-1956)
1936. roguHe OUILE HPBY MHTETPAAHY XOPCKY KOMITO3H L]y Ha Antyprujeku texer Cs. Josana 34aToycTor
Ha PpuHckoM jeauky. CTUA OBE MY3¥Ke 1IMa CBOje JaCHO YIOPEKAO ¥ AeAMMa PYyCKHX POMaHTHIapa, aau ce
MCTOBPEMEHO U PA3ANKyje 04 mux. XapMOUCKH je3uK ATuHeHa AOHOCH HEIITO ,AaKIy™ THIT My3UI0r
uapasa o4 crsapaausrea aytopa Hose Pycke Mlkoae (Paxmamunos, Yecnokos, Kacramcxn), Bansax
ECTETUIM PYCKMX KOMIIO3UTOpa-emurpantarta, rionyr Huxoaaja Kegposa. Y nmramy je AOMUHAHTHA
ynorpeba XOMO(OHOT CTHAa, Ca HPETEXHO OPUIHMHAAHMM KPEeaTHBHMM MPUCTYIIOM 0e3 AMpexTHNX
HUTATA, M3Y3€B Y HEKOAMKO AMTYPIMjcKux XUMHM (Ha npumep, Jocrojuo ject Opoj 1, ca Meaoaujom
neTepcOyPIIKOT ABOPCKOT Harieba). Ayrop cAeAM TPaAMIMOHAAHA XapMOHCKA pellera, aau usdopu
akopaja HMKaAa HUCY CaCBMM Ouuraeani. Jomunupa yrorpeda saMenka soMmunanTte pyHxuyje u Ayre
Be3e MOAYAAIMOHMX AaHalla KOj1 AONIPUHOCE TI0CeOHO] TeXHUIM eKCIIPecuBHOCTH TeKeTa. JAuCcKpeTna
ynorpeba roaudonuje, ya TUOM3MpaH MOCTYIAK , Kansehux” Meaoanjckux obpra u IPHUCyTall, TOTOBO
[TOCTOMOAEPHUCTIUMKN PEAYKOBAH XaPMOHCKY eAEMEHaT, AOTIPUIOCH CHAXHO] APpaMaTHI{H KOMIIO3uIIuje,
¥a Matbe pegakropeke narepseniuje (Heaocrajyha jekrenuja, Tporrapy, KOHAAN, IIPOKKUMEN) AUPUTEHTa
IpemujepHor u3Bohersa aeaa, baxowa [Terpu Fbyxauen ca xopom borocaosumje Cs. JoBaia borocaosa 13
Joencya, Aurypruja llexa Atunena objasmena je npsu nyT Ha KoMilakT-aucky 2016. roguse.

Kapyune peum: Hanuonaanu crua, 6orocayxbera Myasmka, [paBOCAaBHU MAMOM, POMaHTIYapCKa
ecTetuka, ynorpeba noaudouuje,
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TMOCAEPATHU MECTUBAAU IPOCBETHHUX APYIUTABA BYJIITVHE

Ocaobabamenm semae, maxon CC csjerckor pata, ko4 xuresa byjurrune (onaaursyu korap byje), Byauaa
ce HAIlMOHAAHA CBUjecT Xoja ce Manumdectupada Kpo3 njecmy, naec u pujed. [loueaa cy ce ocumsarn
XPBaTCKa IPOCBjeTHA APYINTBa C LM/AEeM pasBujara 1 oApikasarha Kyatype Xpsarta Byjurruie. Yaanosu
TUX APYIOTaBa Cy IyTeM pada y MHOroBpojHIM cexIiyjaMa 110Ka3uBaau oTpedy 4a ce KyATypHO Y3AMUXKY,
04HOCHO Aa 0BHOBE CBOje XPBaTCKe HApOAHE, YMJETHIUKE Te PpoAoaydue njecme u 1iaecose. Moj pas Hasyu
ce MCTpaXMBAHmeM OKO OAp’Kapaiba OHAAUINX Pecmueard Rmpocsjemnux Opywmasi Ha KopMa cy
HacTynaAu DpojHM aMaTepcku Tijesauky 30oposu, aumene raasde, (poakaopHa ApylITBa Te ApaMckKe
aApyxuue. Paa 3anounmse ca ogpxasatbem 1psor gecrusaaa 1947, roauie, Koju ce 0AP>KaBao jeaart AaH, 1
y jeAtIOM MjecTy, Te IpaTh cBa Aorabarba oKo mux 40 1952, ¥ ToM 1epuosy 0ApKaHo ux je YKYIIHO 11eT, a
OApKaBaAy Cy ce TOKOM HEKOAMKO JaHa y HeKOAMKO Mjecra. PesyaTaT mcTpaikupara je Aa ¢y CBUX YIeT
oApKanux (ecTBasa NOKA3aAW 3ajeAHMIITBO, BOAY M McKasaHy aydas somahux amarepa rIpUANKOM
ussohema KyATypHUX Hporpama, y Kojuma je 40Aa3sMAa A0 M3pakaja Hapodna pujed, mjecMa M raec.
Toaune 1952, decrmsan HpocsjeTHmx Apyuirasa Mujerba uMe y CMompy Xpeamcie pujedi it njecme 1 xao
TaKaB Ce 0APXKaka jOLI HEKOAUKO TOANHA 32 PeAOM.

Kayuane pujeun: pecrisaan, Byjmrura, npocserna ApymTsa, ussobaun.
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THE SEARCH FOR NATIONAL MUSIC STYLE IN ORTHODOX CHORAL MUSIC OF 20TH
CENTURY ~ FIRST FINISH LITURGY IF ST. JOHN CHRYSOSTOM FOR MIXED CHOIR (1930) BY
PEKKA ATTINEN

Responding to the request of the Archbishop Flerman to start building national church music tradition in
Fintand, Pekka Attinen (Pelr Vasifevich Akimov, 1885-1956) 1936. com posed the first integral choral piece
on Finish language. Attinen’s style was romantic in origin, but at the same time it clearly departed from
Rusian church music of its time. His harmonic constructions were lighter in comparison with his Russian
contemporaries - New Russian School (Rachmaninov, Tchesnokoy, Kastalsky), and recalled in their
subtlety some of the Russian emigre composers such as Nikolai Kedrov. The attem pt to create a strong
connection between text and music is apparent in the relationship betweenthe harmonic affects and the
textsetting, as well as in the vibrant melodic lines supported by the harmony. The music style is, with few
exceptions, homophonic choral harmony. The musical fabric is the composer” own, relying on the
traditional Orthodox chants only occasionally (for example, It is Truly Mect No. 1, which is based on the
St Petersburyg Court Chapet Chant). The technique involves the use of trequent substitute dominants and
suspended ninths and in some places the composer created long chains of modulation that promole an
exepctionally dynamic textual expression. The discrete usage of polyphony with the typical gesture of the
descending melody and almost postmodern reduced harmonic clement, builds a work of great tension,
With small added interventions (missing jektenija, troparia, kondakia, prokimenon} by the conductor of
the performance of the piece, deacon Petri Nukanen with his “Chanters of the St John the Theologian”
choir from Joensuu, in 2016. Attinen’s Liturgy was published as a world-premiere recording,

Keywords: National style, music for the ritual, Orthodox idiom, romantic aesthetics, the usage of
polyphony.

POST-WAR FESTIVALS EDUCATION SOCIETIES IN BUJE

With the liberation of the country, after the Second World War, in Bujstina - Buje and its surroundings (the
district of Buje, then) was awakened the national consciousness manifested through songs, dances and
words. Croatian educational companies started to set up to develop and maintain the culture of Buje and
its surroundings. The members of these societies, through the work of numerous sections, have shown the
need to culturally raise or renew their Croatian folk, artistic and patriotic songs and dances. My (this)
wiritten work deals with the rescarch about the maintenance of the Fesfiad of Edlucational Societies, where
many amateur singing choirs, brass music, folklore societies and drama companies. The work begins with
the maintenance of the first Festival in 1947, which was held one day, and in one place and keeps track of
all the events around them until 1952. In that period five were held in total and were held for several days
in several places. The result of the research is that all five festivals held the fellowship, the will and
expressed love of local amateurs when performing caltural programs in which the folk word, song ancl
dance came to the fore. In 1952, the Festival changed its name to Swiotra (mustord of Croatizn words and poenrs
and was held for several more years in a row.

Keywords: festivals, Buje, educational societies, perfomers.
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MY3UUKO OBPA3OBAIBLE M BAHIIIKOACKE AKTUBHOCTU KAO NOACTUIIA] PASBOJY
MY3INUKUX KOMITETEHTIVIA YUEHWKA

[Mosasehu o umibenune y xojoj je sacrmramse W oOpa3soBaihe HEOTIXOAHO cardedati Kao CMCTeM
AKTUBHOCTU Y KOjUMa Cy OpojHe MIKOACKE M BAHIIKOJACKE aKTMBHOCTU MCIIPEnieTate jeAHe ¢ Apyruma,
ayTopw y pady yKa3syjy Ha IbIXOB 3Hauaj 1 AOTIPHHOC Y PasBojy My3UIKVX KOMIIETEHIIH]a YIeHHKA, Hama
fpMra y NAaHHParhy, OpraHMU3alju U peaansatinjy My3UUKOr 0Opasosarha i BAHLIKOACKMX aKTUBHOCTY
rI0CTaje TMME HeONXOAHA U OnpasaaHa. 3a norTpebe paja CIIPOBEACHO je EMIMPUICKO UCTPRXKUBAE O
CTeMeHy 3auNTEePeCcOBANOCTI YUEHUKA CPEAOIIKOACKON Y3PAcTa 3a akTMBHMM yuerheM y pasananTum
BAHMILKOACKMM aKTUBHOCTH. AHxeTHuM ucnurusamem obyxpaheno je 313 yuenuka rumnasyja ca
Teputopuje rpaga Huma. Pesyatary ucrpakmpatba ykasyly 4da y najseho] Mepu ydenuny Hucy
3aUHTEPECcOBAHN Aa YIECTRY]Y ¥ BAaHIUKOACKUM aKYMBHOCTHMA, Ad Ce CYETIeH IMXOBOT MHTEPeCOBarba MeIba
ca roAMHAMA IIKOAOBAIHA, KAO U A2 je 3HATHO M3paskeHHM]e MHTePecoBarha Ko4 yUeHKa Koji Cy 3aBprinau
OCHOBHO My3u4ko ofpasosame. Jobujery rogany ynyhyjy Ha HEONXOAHOCT Kpeuparba Hpeaaora 3a
OpraHuzanyicke IPOMeHe KOjiMa ce€ MOXe AeAOBaTM Ha CTBaparbe IO3UTUBHMX CTABoBa yHIeHMKa O
MY3MUKOM OBpPa3oBaiby ¥ BARMIKOACKUM aKTHBHOCTH, a Y IIiAy cbeofyxBaTHUjEr MYSHUIKOr pasBoja u

jadarka MY3MUKHX KOTIMETeHIMja YUeHMKR.

Kmyane peun: Banuikoacke akIMBHOCTH; MY3HIKO 0DPa3osarbe; My3nuKka HacTapa; My3uaKe
KOMHeTEeHIW]e; YYeHIIu.

Ap Aanujeaa 3APABAHR MUXAUAOB
Yrusepsurer y Humy (Cpbuja), PakyateT yMeTHOCTH
dzdravicmihailovic@yahoo.com

IPV/0T TIPOYUABAHLY MY3UUKE CUHTAKCE - O TPAHAUYHVM CAYUAJEBUMA
GOPATMEHTAPHE Y PEUEHWYHE CTPYKTYPE

Y pady ce oTBapajy HMUTaLa IpalitTHIX CAYIajesa UCTI0A PeUeHHTHOT HIB0a, 0AHOCHO MYy3UUKe pedetiiie
¥ K0joj HCy Jacto Ipodrarcane Cbe here HajBakHUje KapakTeprcTyke, u (pparMeHTapHe CTPyKType Koja
ce rpema nojedrHuM oAaukama npndarkasa Mysnukoj pedenniyt. OBa TaHKa AVHM]a IPeACTaBba BeOMa
OCETAUBO TI0AE Y MY3UUKO] aHaAM3K, Te ¢y TyMadetha Noje/uHIX IpyMepa Koja ce y AUTEparypu Mory
nahy nonexaa cacsum pazanuyra. Crora hemo, Ha uzabpariom y30pKy, pasMoOTPUTH KAbYIHE CMEPHUITE
y pasymesaiby ¥ aHAAMTIIKOj VIHTEpPIpeTauuju IPaHudHuX cAyvajeBa nimeby QparmenrapHocTy U
My3uake pedennne, [lua pasa je ga ce ymopedlloM aHaAM30M ¥ UCTHIALEM Pa3AMUNTUX [IPUCTYIIA,
yKadKe Ha KOMAEKCHOCT aHaAUTIUKOT [IOCTYIIKA, aA, YjeAHO, 11 ia ogpebeny 403y (PpACKCHOMANOCTH KOy
aHaauTHyap Tpeda Aa roceayje.

Kmyare pear: Mysugxa pedennna, pparmeHTapHa cTpyKTypa, My3uika aHaAKsa.
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MUSIC EDUCATION AND EXTRACURRICULAR ACTIVITIES AS AN INCENTIVE FOR THE
DEVELOPMENT OF MUSICAL COMPETENCES OF STUDENTS

starting from the fact that it is necessary to perceive bringing up and education as a System of activities
consisting of numerous school and extracurricular activities interwoven with one another, the authors
emphasize in their work their significance and contribution in the development of musical competences
of the pupil. Our meticulousness in the planning, organization and implementation of music education
and extracurricular activities becomes therefore necessary and justified. For the needs of the work, an
empirical research has been conducted among students of secondary school on the degree of their interest
in active participation in various extracurricular activities. The survey included 313 high school students
from the cily of Nis. The results of the research indicate to a large extent that the students are indeed not
interested in taking part in extracurricular activitics, that their level of interest changes with the years of
schooling, and that there is a much more pronounced interest in pupils who have just completed basic
music education. The obtained data points out to the necessity of creating proposals for organizational
changes which can influence the creation of positive attitudes of pupils towards music education and
extracurricular activities, with the aim of more comprehensive musical development and strengthening of
musical competences of students.

Keywords: Ixtracurricular activities; music education; musical competences; students.

CONTRIBUTION 1O THE STUDY OF THE MUSICAL SYNTAX - ON BOUNDARY CASES OF
FRAGMENTARY AND SENTENCE STRUCTURE

The paper deals with the issue of borderline cases below the sentence level, that is, a musical sentence in
whichallits most important characteristics are not clearly profiled, and the fragmentary structures which,
according to certain features, are approaching the musical sentence. This thin line represents a very
sensitive area in musical analysis, therefore the interpretaion of certain examples, which can be found in
literature, can be so different. Therefore, on the selected sample, we will consider the key guidelines in the
understanding and analylical interpretation of boundary cases between fragmentation and the musicaf
sentence. The aim of the paper is to point out, firstly, the complexity of the analytical procedure, then on
the variability of the priorities of the musie plans, but also at a certain degree of flexibility that the analyst
should possess, by comparative analysis and the emphasis of different a pproaches.

Keywords: Musical sentence, fragmentation structure, musical analysis,
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METOAWMYKE ITOCTABKE PUTMUYMKUX GUI'YPA Y IIPUPYUHULIVIMA CPIICKUX AYTOPA
IMPYUMJEBUBAHNWX Y HACTABY MY3UYKE ITMCMEHOCTA ¥
BOCAHCKOXEPLIET'OBAYKHVM HIKOZAAMA O/ 1918. 40 1939. TOAVHE

U aermuduxosarse Meroga paga y mocTaBkaMa pUTMUIKUX (UIypa y HACTABY MY3WUKE IMCMEHOCTH y
DOocalCKOXepLIeTOBauKUM IKoAaMa y nepuody oa 1918, g0 1939, roaune, sacHoBaHUX Ha IIpUMjeHwu
ApUPYYIHMKa CpICcKMx ayropa, Baagumumpa DHopbesmha (1869- 1938), VMicuaopa bajuha (1878-1915),
Boxwmaapa Joxcumosuha (1868-1955) u Muaoja Muaojesuha (1884-1946), ykasyje, Ha 0CHOBY 3aKOHCKH
FIPOIIMCAHMX HACTABHUX TPOTpaMa, Ha MACHTHUYHE MeTOAe paasa y HOMEHYTroM IEpUOAY Y HacraBy
My3uuKe NucMeHocTH y mkoaama y CpOuju u Bocnu u Xepuerosunu, Y osoM pagy je oOyxsahernia
anaJAu3a TI0CTABKM PUTMMUKUX QUIypa y MOMEHYTUM HPUPYIHUIIMMA, TIogjede jeauuuie Opojama u
pasanmunTHx KoMOMHaUMja PUTMUUKKX Tpajarba Y Todjean jeaunuie Opojarba y eAeMeHTapHUM,
noyerHuM obannuma paga y obaactu purma. ¥V npunpemunm sjexxbama, pUTMUIKUM K MEAOAVECKO~
PUTMMIKUM MPUMjePUMa HAMjEFheHMM [TOCTaBXaMa PUTMHYKIX (GUTypPa, ayTOPU CYTepUIIY PasAnunuTe
TeXHUKE u3soherba PUTMHIKUX TPajarba: KyLiarbeM, M3roBaparmeM CAOTOBA PUjeII HA CPIICKOM je3HKY,
BOKAAM3UPArbeM CAMOTAaCHUIIMMA, U3TOBOPaeM Pas’AuuuTUM HEYTPAaAHUM CAOTOBMMA, ljeBArbeM Ha
jeAHOM TOHY MAM BMIIEIAaCHUM IjeBalbeM PUTMM3OBAHOT akopAa, KynameM jejuHuie Opojarsa mau
raxtupameM. lematnzam npuxasa reopujcxor objamimerma pHTMMUKMX Tpajama, Kao U IIOjeAMHU
HAUMHY FIOCTABKe PUTMHHMKUX (GUIYPa, yKa3yjy Ha l'epMaHCKe yTUlaje y MeToAaMa pasa y obaacry purma,
KOjM CY ¥ UACHTHUYIOM AN U3MjEheHOM 0DAMKY NIPUM]erhUBaHil ¥ MeTOAMITM MY3MIKe THCMEHOCTH A0
AaHamrsux  Jaxa. KoMIapaTumBHOM aHaAM30M 3aKOHA, HACTaBHMX TMIporpaMa U IIpyUMjersuBatie
AUTEPATYPE Yy HACTaBU MYy3MYKe MUCMEHOCTU CY UAEHTU(DMKOBAHE METoAe pasa y 004acTH PUTMA, a
FBMXOBOM ACCKPUINIMIOM CY aHTHLMIIMPAHY Y3POUHO-TIOCAHEAUIHI IIPUCTYITN Y IIOCTaBKaMa PUTMUYKIX
(urypa npumjersusany y DOCAHCKOXEPIIETOBAYKUM MY3WUKKUM IIKoAaMa Y Hactasy coadeba y nepuoay
rocauje Jpyror csjeTckor para.

Kmyure pujear:: Meroauxa, purMudke (purype, Meaoaujcke sjexx0e, puTMIuKe sjeskde, rexHuke
uasohersa,

Mp Xprcrunjan HUKOAOBKCHU
AMBYLT  Wavja Huxoaoscku — Auj” — Cronje (Maxeaonuja)
dmbuc.hnikolovski@gmail.com

ANTAXPOHUJCKH IIPVIKA3 HA MECTA M TIPOCTOP 3A UI'PAIBE BO MAKEAOHWJA

Bo oBoj Tpya xe Dugar ondareHys MCTOPUCKUTE acHeKTH 04 CTPAHA Ha FIOTIeBKe 3HauajHu aBIrOPH 04
obaacra Ha EtHosorujata v ETHOKOpeOAOTIjaTa, KOW IIMIIyBade OIITO 3a TPAaAMIMOHAHATA WUTPa BO
Maxkeaonuja n 3HauajHo Mecro WM AaBaarT Ha Mectara ¥ Tpoctopor 3a urpame. To cy Aranacuje
[erposuh, Jopan Xanusacuaesuh, Cresan Tanosuh, Jepemuja ITasaosuh, /byGura u armna Jarnkosuh,
Muxamnao Aumoscku u Baagumup janescku. Oa 2011. roguna ce a0 aeH Jenec Ha TePeHCKHUTE
UCTPaKyBarbe BO paMKuTe Ya KaTteapara 3a Ernoxopeoaoruja na Mysuukara akagemuja npu YI'J — Hltun,
IIOTOYHO JIPEKy UCTpasKypathata BO eTHiraxure npedean: Croncka Lpua l'opa Iopeue, Pagosinmko oae,
Tuxsem, Crpymxko noae, buroacko Iloae, llanapcko IToae, Iujaner, Masemeso, ucrouen gea Ha
Caasumre u dypauxa Pexa rimame co0pato BepoAOCTOJHI NOAATOLM BO BPCKa CO MeCTaTa U IIPOCTopo 3a
urpa. [Ipeky npocropot v MectaTa 3a urpatse 61 cakase 4a IPeraes Ha MOCTABEHOCTA Ha OpaTa i HIBHATA
amM(puTeaTPAAHOCT BO IPOCTOPOT.

Kawyane peun: Maxkeaoriija, TpaguiyoHaana urpa (114ec), Mecro, pocTop, v cped ceAo, Kaj upkeama, na
zymerve, Ha mezdane,
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METHODICALSETTINGS OF RHYTHMIC FIGURES IN THE HANDBOOKS BY SERBIAN
AUTHORS WHICH WERE BEING APPLIED IN THE TEACHING OF MUSICAL LITERACY IN THE
SCHOOLS IN BOSNIA AND HERZEGOVINA FROM 1918 TO 1939.

Pursuant to the curricula prescribed by the law, the identification of the methods of work in the setting of
rhythmic figures in the teaching of musical literacy in schools in Bosnia and Herzegovina from 1918 to
1939, based on the application of the handbooks written by Serbian authors Viadimir Dordevie (1869-
1938), Isidor Bajic (1878-1915), Bozidar foksimovic (1868-1955) and Miloje Milojevic (1884-1940), indicates
that the same methods of work were used in the mentioned period in the teaching of music literacy in
schools in Serbia and Bosnia and Herzegovina, This paper encompasses the analysis of the rhythmic figure
seltings in the mentioned handbooks, the division of counting units and various combinations of rhythmic
durations within the division of counting units in the elementary, initial forms of work in the field of
musical rhythm. In preparatory exercises, Le. the rhythmic and melodic-rhythmic examples intended for
setting of rhythmic figures, the authors suggest ditferent techniques of performing rhythmic durations:
knocking, pronouncing of words in Serbian, vocalizing of vowels, pronouncing of different neutral
syllables, singing on one tone or multi-voice singing of a rhythmisised chord, knocking of counting units
or beating time. The schematism of the overview of the theoretical explanation of rhythmic durations, as
well as some ways of selting the rhythmic figures, indicate the German influences in thythm-related
methods, which have been applied in the same or modified form in the teaching methods of musical
literacy to the present day. The comparative analysis of laws, curricula and the literature used in the
teaching of music literacy has enabled the identification of the methods of work in the field of musical
rhythm, and their description has anticipated the cause-and-effect approaches in the settings of rhythmic
figures applied in music schools in Bosnia and Herzegovina the period after World War 11

Keywords: Teaching methods, rhythinic figures, melodic exercises, rhylhmic exervises, techniques of
performing,

DIAHRONICAL OVERVIEW OF THE PLACES AND DANCING SPACE IN MACEDONIA

In this paper, the historical aspects will be covered by several important authors from the field of
Ethnology and Ethnocoreology, who wrote about the traditional dances in Macedonia and give them a
significant place to the places and spaces for dancing. These are Atanasije Petrovic, Jovan Hadzivasiljevic,
Stevan Tanovic, Jeremija Pavlovic, Ljubisa and Danica Jankovic, Mihailo Dimovski and Viadimir Janevski.
From 2011 onwards, fieldwork within the Department of Fthnocorcology of the Music Academy at UGD
- Stip, thanks to the research of the ethnic regions of Skopska Crna Gora, Porec, Radovisko Pole, Tikves,
Strusko polje, Bitola Pole, Caparsko Pole, Pijanec, Malesevo, Eastern parts Slaviste and Duracke Reka, in
which the authentic data related places and space for the game are collected. This is also the main topic
of this paper, which will look at the overview of the scttings of traditional dances and their am phitheatrics
in space.

Keywords: Makedonija, traditional dance, place, space, in the middle of the eillace, wf Hie cech, i the

guiienje, i the nwecdaine.
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CEMAHTUUKOI IMAAHA Yl MY3UYKOI GOPMAAHOT TIAAHA Y BOKA/ZHOM HMUKAYCY
I'PAAVHAP BAACTUMUWPA YTEPUUYMHA

Y capeMenoj My3UKOJOTHjH, CUHTETHUKY XaHp, KaKas je LIMKAYC COAO0 TIjecama, IIocMarpa ce Kpos Asuje
paBHu: TEKCTYadHy aHaAu3y AWTEPapHOr W3BOPHMKA ¥ MYSIAKY AHAAMIY. Pesyarar aHazimnsa
T0jeAMHAUHKMX HaBeACHUX NAAHOBA, Kao aMOCTaAHMX LeHrurera’, MoXKe AATH MHOIITBO PasaAmyMThX
pesyatata. Tex cunresa A0Bujernx aHaAMTHIKIX Pe3yATaTa MOXe ACBECTI AO fIepcueKTyBe 13 Koje ce
oApebeHn HUKAYC coA0 IjecaMa A0KUBAaBa Ka0 XOMOTEHO ymjeranuko heao. Bokaaun nuxayc'paavnap
Baacrumupa IMeprurtha sacnosat je Ha NeT [1jesagha 13 UCTOMMENE sbupxke njecama Pabugparnra Taropea.
AHAAM30M OETCKOT U3BOpa (OPMAAHOM, CIPYKIYPHOM, CEMAHTHUKOM) yCratOBLEHE Cy usBjecte
pasanke wameby Taropeosor I'pagmmapa nHa ¢ppaHITyCKOM jesuxy (sepauja xojy je Ilepmauh
HajBjepoBaTHHje KOPUCTHO KAC M3BOP) M Kpajibe T0eTcKe Bepauje yrorpebaeHe y BOKAAHOM LUKAYCY
I'pagunap. Aytop paja naMjepapa AaTy OArOBOP Ha MuUTara y KOjO] Mjepy je KOMIIO3UTOP MUjersan
OPUTHMHAAHY TEKCT Te ¥ KOjoj Mjepit je MakpodopMaaHO (aan u MeaunodopMaaHo} 0D AMKOBaIhe TI0ETCKO-
MY3UUKOI CaApoKaja YCAOBAEHO CEMAHTHMUYKMM I1ARHOM TIOETCKOT M3BOPA. Peayararu McTpasKuBaina
ykazyjy Aa je [lepumuuh y AaTOM BOXaAHOM HMKAYCY PEAATUBHO AOCACANO MySUUKM PeA4M3OBa0
CTPYKTYpy Opuruaztor rexcra, MeDyrum, Texcryaaie (a mocae Ao 1 My3UUKe) MHTepPBeHLuje Koje cy
youene y I0jeAMHUM Ijecama [MKAYCA CacBMM M3BJECHO IIpeAcTaBaajy pesyArar KOMIIO3HTOPOBOr
HACTOjatba AQ CMMCAO YIOjeAMHMX CTUX0BA (aay 1 pehiMX LjeAuHa) OCBUJETAN Ha CACBUM APYTauuji HAYMH,
Yyt ce Aa je sHaueme cagpikKaja CTMXOBa IOETCKOT ¥3B0pa y uajsehoj Mjepu yrunaao na (opMaino
myamaxo obauxosarse [lepyumhesor soxaator uukayca I'pagunap.

Kayune pujeus: Baacrmmup lepuuuh, [pagumap, moercku CaApKaj, aHaAM3a TeKcra, My3udKa
aHaAM3a.
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OPKECTAP XAPMOHVKA A/ZIEKCA INIAHTUR YI'/bEBUK - O/ VAMOHUIIE AO CHEHE

Cpojum yuemrhem y TB cepujaay ,Ja yumam TazeHat”, OpKecrap xapMOHMKA LAnexca Hlawtuh” s
YrmeBuKa M3ABOJMO Ce 04 MHONITBA WHCTPYMEHTAAHMUX ¥ BOKaAHAX ancamBaaa Koju Aeayjy mpu
OCHOBHMM IIKOAaMa., Y CBOM pereproapy, OBaj OpKecrap Heryje Meaoauje TpaAulMOHAAHE,
KAacHuHe/yMeTHHUKe ¥ TIOIlyJapie MYy3uKe. 3a MapaMBO W KOHTMHYMPAHO AEAOBarhe OPKecTpa
XapMOHMKa M3 YTAEBYKa, HEM3OCTABHO je 3aCAyXKad PYKOBOAMAAIL OPKECTPR, HACcTaBiK Caaexo
Huxoanh. Vamely ocrasor, 1topea utipopmalisja 0 OCHUBAILY W AMHAMULI PAAA Opkecrpa XapMOHMKA
~Aaexca [lawruh”, osaj pag AoHoCH OATGBOPE Ha IMUTAbA KOja ce o4HOCe Ha 0AADUP TPaAUIINOHaAHIX
MeaoAuja 3a uaBoherbe, IpoLiec yuema, CT1A u3sobersa, CLISHCKY HACTYIL, J1AacMaH ¥ yTHIR] MeAUja.

Kmyune peun: Opkecrap, XapMOHHUKa, YUEHe, TPaANITHOHAAHA MYSHKA.
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RELATION OF SEMANTIC PLAN AND MUSICAL FORMAL PLAN IN THE SONG CYCLE THE
GARDENER BY VLASTIMIR PERICIC

In modern musicology, the song cycle, as a synthetic genre, is considered on two planes: textual analysis
of a literary source and music analysis, The result of analyses of individual plans mentioned above, as
independent "entities”, can give a variety of different results. Only a synthesis of the obtained analytical
results can lead to the perspective from which a certain song cycle might be perceived as a homogeneous
work of art. The vocal cycle The Gardener composed by Viastimir Pericic is based on five songs from
Rabindranath Tagore's collection of songs The Gardener. During the analysis of the poetic source (formal,
structural, semantic) certain differences have been noticed between Tagora's The Gardener in French
language (It is quite certain that Pericic used the French version) and the final poetic version used in The
Gardener. The author of the paper intends to give the answers to the questions regarding the extent to
which the composer has changed the original text, and determining to what extent the macroformal, but
also the medioformal design of the pocetic-musical content has been conditioned by the semantic plan of
the poetic source. The results of the research indicate that Pericic has implemented the slructure of the
original text in the sclected vocal cycle quite consistently in terms of music. Flowever, the textual (and, as
a consequence, also the musical) interventions noliced in certain songs of the cycle have surely been the
result of the composer’s effort to illuminate the meaning of certain verses (and larger units as well) in a
completely different way. It seems that the meaning of the content of verses from the poelic source has

had the biggest cffect to the formal musical desien of Peridids vocal cvele The Gardener.
(& "y .

&

Keywords: Vlastimir Pericic, The Gardener, poetic content, text analysis, music analysis.

THE ACCORDION ORCHESTRA “ALEKSA SANTIC” UGLJEVIK - FROM CLASSROOM TO THE
STAGE

Appearance of the Accordion Orehestra ” Aleksa Santic” from Uglievik in the TV show “1 Have Talent”
has pushed it to the foreground among a number of instrumental and vocal ensembles operating in
elementary schools. [n its repertoire, this orchestra fosters the melodies of traditional, classical/artistic and
popular music. The credit for the orchestra’s diligent work and continuous activity goes to teacher Slavko
Nikolic, who is the leader of the Accordion Orchestra from Ugljevik. This article offers some background
information about the foundation and work dynamics of the Accordion Orchestra “Alcksa Santic”.
Moreover, it seeks to provide answers to questions related to the selection of traditional melodies for
repertoire, learning process, performance style, stage performance, placement and influence of the media.

Keywords: Accordion, orchestra, learning, traditional music.
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AKOP/ACKE Y1 AMHEAPHE CTPYKTYPE CAIAEAAHE KPO3 OAHOC CABPEMERHOTL M
APXAWMUHOI Y BATATEAU MUPJAHE XXVIBKOBIHh

Y oBoM hedy MOXEMO 4a yOurMO CBOjeBPCHY IIPecjeK KOMIIO3MNIIMONMX IOCTY1IaKa KapaKTePHUCTIMHIIX 33
kaasypeku onyc Mupjane JKusxosuh. lojeamny esementy us (poskaopa (a 1ororoso crietprpudHa
MpuUMjeHa UHTepBasa KBUHTE ¥ CeKYHAR) TIPACTaBAajy OCHOBY KOMITO3ULME. Youasajy ce akopAu u
aectune crienuduune rpahe 04 xojux ce rocedno uzAsajajy njeaocrefieHa 1 yMareHa AHecTsrna. Yuytap
My3MUKOI' TOKa jacHO cy oapebenu Toncku reurpu. Ihuxos pacriopea ce oraeaa y KapakTepucruiinm
OAHOCMMA MaAuX cexynau Iipema (ynaamenrasnom cassyyjyy xsunre. Taxobe, youasajy ce wu
WHTOHALMONE Bede Koje WIpajy Baily yAoly y HOBeauBamy cycjeanux oacjexa. Oapebeme ujeanse
MY3IMKOT TOKA MOTY €€ aHAAWBHPATH Ca MALJOM O TPAAMLIOHAANKjeM U3Pasy. Y OKBUPY OBUX LjeanHa
noTennujaano 6u ce Morae yenocrasuty $yurkije mmpoko cxsahenor ronaanrera. Heke o4 mux mory
ce mrocMaTpaTy BudyHKIIMOHAIHO AOK ce oapebena mMjecra Mory Tymauuti 1 GHTOHAAHO. Yuyrap ucre
My3uuke Hjeasie npumMjehyje ce u Hu3, He Tako YecTe, MPUPOAIE AYPCKE ACCTBHIE. Komnoaunuja je, Kao
v sehuna kaapupcekux heaa Mupjare JKuskoBuh, TeMaTCKu 1 TOHCKM 320KPYKena, Te y 150] youasamo
OUMIAEAHY KOXEPEHTHOCT eAeMeHaTa, ¥ KOPeAalujy apxauyHor i caBpeMeHor.

Kmyune pujeun: AKopan, HeCTBULE, POAKAOP, TOHCKH LEHTPY, MOACPHO-apXaUIHO.
Mupko JEPEMIH, MA

OMII , Hegena Monosuh”, Beorpaga, (CpBuja)
mirkojer@gmail.com

TPHO 3A BYOAVHY; BUOZAOHUEAO Y KAABUP APATYTUHA TOCTYIIKOY - AHAAVNTUYKNA
TIPMKA3

Maxo je MHTE3MBHU NEpHOj KOMIIO3MTOpPCKe AedaTHocTu Aparytnna I'OCTYIKOr Tpaja0 peaaTHsHO
KPATKO, O jé Y CBOM OITyCy OCTBAPHO BEAVKI CTBAPAAAUKI AOMET. JeAHO OA 4e4a y KOM Ce TO Oraeaa jecte
Tpuro 3a BHOAMHY, BMOAOHYEAO W KAABMp, KoMmIoHOBan 1950. roauile, y Bpeme HErOBHX CTyAUja
xommosuiyje na Mysuakoj akademmju y Beorpagy. Tpmo mnpuraja Ppauoj Crsapasaukoj dasu
KOMIIO3MTOpA W y UOTILYHOCTHM IpHKasyje CHary u CTMAa KoMIioHopama /paryruna Tocrymkor.
Kowumuripar xao Tpoctasadno 4e10, Tpuo Hocu gpaMaTyprujy HOCTeIIEHOT yeAOK bapara 1 yOpsasarba
KpO3 Cba TpY crapa. KOMIIOBUTOp ce, 0CUM ¥ II0CAEAIEM CTaBY, HE APXKH TPaAULMOHAAHUX (OPMAAHIX
cxeMa. O/ PaTicoANYHOT IPBOT CIaBa, y KOM 113 MOMETHOT MOTHBA M3PACTa o LEeA0KyIaH Marepujal
KOJU ce KOHCTHTYMIE Y ABE PasAMUKTE TeMe, NIPEKO IIpo3payHor apyror crasa (CepeHare) y TaKry 7/8,
Tpehu craB NOHpHMa TOTOBO OPKECTAPCKM 3BYK, aHraxkyjyhu cse Mysuuke napamerpe y LIPOKO
paapeberom conatom ofauxy. Ilpoxer AyxoMm wHapoawor meaoca, Tpuo caapxu MHTEpecaHTHA
XapMOIICKa pelierba ¥ TO HapouuTo y ripsom u tpehem crasy. ¥ paay he Guru anaamsupan Tpuo 3a
BYIOAVIY, BHOAOHYEAO ¥ Kaasup Aparyruma Foctymxor xpo3 npuamy Qopme Crasopa, XapMoHuje,
paspajge MOTHBA U CTUAa KOMIIOHOBAA. IToceBan aeo paga Guhe nocsehen KoHIENIMU ApaMaTyprije
Ha HUBOY [1eA0T [IMKAYCa, Kao 1 MeDycoBHIx 0AHOCa CTABOBA Ha T14aHy MakpoopMe.

Kmyure pean: Aparytun I'ocryiixu, Tpuo, cpricka Mysuxa, kaMepHa My3uxa.
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CHORDAL AND LINEAR STRUCTURES PERCEIVED THROUGH THE RELATION BETWEEN
THY ARCHAIC AND CONTEMPORARY IN BAGATELLE BY MIRJANA ZIVKOVIC

In this picce, we can observe a cerlain eross-section of com posing techniques characteristic for piano works
of Mirjana Zivkovic. Some clements from folklore, such as intervals of fifths and seconds, represent a
fundamentals of this picce. Chords and scales of specific construction took a special place in composition,
especially whole tone scale and diminshed scale. Tonal centers are clearly defined and in their position we
can find a characteristic refations of minor second intervals to the basic harm ony of fifths, Also, specific
tone-pitch connections has an important role in this music piece, especially between neighboring sections,
Some seclions we can analyze with the idea of the traditional analytic approach. Functions of a broadly
understood tonality, for the defining of which the functional analysis and Riemannian harmonic functions
were used, could potentially be established in these sections. Some of them are bifunctional, and the others
are bitonal. Not so often, in certain music section, we can find a natural major scale. Lilce most piano works
of Mirjana Zivkovic, Bagatelle for solo piano is thematically and tonally rounded with obvious coherence
in corelation of archaic and contemporary elements.

Keywords: chords, scales, folklore, tonal centers, contemporary-archaic.

DRAGUTIN GOSTUSKI'S TRIO FOR VIOLIN; VIOLONCELLO AND PIANO - ANALYTICAL
PRESENTATION

Although the intense period of Dragutin Gostuski's compositional activity lasted relatively briefly, he
achicved a great creative scope in his opus. One of the works in which this is reflected is the Trio for violin,
cello and piano, composed in 1950, at the time of his studies at the Music Academy in Belgrade. The Trio
belongs to the composer’s early creative phase and fully presents the strength and style of Dragutin
Gostuski’s composing. Designed as a three-movement piece, the Trio brings the dramaturgy of gradual
compiexification and acceleration through all three movements, Apart from the last movement, the
composer does not follow traditional formal schemes. From the rhapsodic first movement where his entire
material, constituted in two different themes, grows out of the initial motif, through the transparent seconcd
movement (Serenata) in the 7/8 time signature, the third movement acquires an almost orchestral sound,
engaging all the musical parameters in a broadly rarefied sonate fornm. Imbued with the spirit of folk
music, the Trio containg interesting harmonic solutions, especially in the first and third movement. The
study will analyze the Frio for violin, cello and piano by Dragutin Gostuski th rough the prism of the form
of movements, harmony, development of motives and style of composing. A particular part of the study
will be devoted to the concept of deamaturgy at the level of the cycle, as well as the mutual relations of .
movements on the macroforim.

Keywords: Dragutin Gostuski, Trio, Serbian music, chamber music.
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CA3AUJCKA CEBAAAVHKA Y UBBOBEY Y KASUBAILY PAJKA CUMEYHOBURA
NIPYUMEP HAAHAIIMOHA AHOCTHU JEAHE MY3UUKE ITPAKCE

Kao jeana oa nHajomumenujux necama y BuX, cesjaauuka vma CBOjy Ayry, BMINEBEKOBHY UCTOPU]Y,
APOKETY PA3AMIUTIM YTHULAjUMa, KaO ¥ OPOjiM pasMuiLbamhMa U 3anakamumMa. Hosnaro je aa je osa
necMma FIPBEHCTBEHO Aeo Mycaumarckor Hacaeha. Mebyrtnm, cenaaanika je pajo ussobera 1 o4 crpare
OCraAux HapoAa, Kako na rpocropy buX, raxo u mmpe na baaxany. ¥irak, nocae parosa us 1990-ux, xoju
Cy 1poussean BpojHe HALMOHAAUCTHUKE TI0jaBe KO4 CBUX Hapoja KOJM Cy V IbMMa yIecrBoBaiu, OHa je
rOTOBO UCKAYIUBO eTabarpana Kao jeAalt 04 IAaBHUX KYATYPHUX cumB04a MyCAMMAHCKOT KUBAQ, YAMe
je oaBayena mwesa saxxHa PBOOUTHA KapaxTepHUCTKa ~ HagHayonaanoct. ¥ XX sexy, unrepnperauuia
CeBAaAMHKE Y TPaAMLMOHAAIOM MaHMPY, OAHOCHO Y3 MHCTPYMCHTAAHY IPaTiby casa, HMPeACTaBAaa
papuTeT y MHOTMM perujama y KojuMa je oBa lpakca 3acTybena. Taxobe, mpaga je perkoct riponahu
uspohaua cprickor NopeKaa Koju casAujeKy ceBAaAMHKY U Aatac 4ysa 04 3abopasa COTICIBEHMM BOKAAHO-
VHCTPYMEeHTAaAHUM uHTepripeTanujama. Jeaan o4 mwux je Pajko Cumeyrosuh (1954-), nesau u cazauja 13
Bujesune (nopexaom us Tyaae). Ilpema 1beroBoM cxsaTaiby, ,Cazanja” je TEPMIMH KOjU Ce OAHOCH HMa
~KOMHZeTHOr" u3sobhaua, ognocno Ha mnepava koju cebe mparu y3 cas. Kao pumezenenujcku
UATEPIIPETaTOP CeBAAAMHKE U HOBEK KOJUM He TIPMCTaje Ha HAIMOHAAMCTMYKA 3acTpamyBarsa, OH HuUje
car4acaH ca HaUMHOM ILeHOT NoviMatha Haxox 1990-ux, eMatpajyhu g4a OBy ITecMy MOXe 4a M3BOAM CBAKO
KO je Boau M pasyme, Bes obsupa na cpofy Haumonaanocr. Cumeynosuh npedepupa ussoberse
TPaAMITMOHAAHUX CEBAAAMHKI Y OHUX KOje cy ¥ Apyroj noaosuuu XX seka Onde rolyAapusoBaHe 04
crpaHe mpogecHoHaAHKX liesaya u cupaya Ha mpocropy buX. Ou je ussobau xoju Ha cienn u pasHum
OKYIIAarbUMa U A3/AhC UHTEPIIPETHPA CA3AUJCKY CEBAAAVIHKY Y FeHOM U3BOPHOM 0DAUKY, Tj. KA0 MHTUMHY
recMy, Herosany y Aomahem xpyry. Mmak, cysehu 1o 4OMMHAHTHOM KyATYpHOM auckypey ¥y BuX u
CpOuju, OH je BEpOBATHO jeAaH 04 IIOCAEAMSUX CEBAAAM]A CpIICKOr Hopekaa. Hheros Audsn A0XKuBbaj
NPEACTaBACH Y OBOM pady, KOjU LPOMCXOAM U3 COMCTBEHMX TEePeHCKUX MCTDAKUBAEha ayTOpKe
caoposeaenrix 2018. rogune, caapiku gparoriere unpopmarmje Koje ce ogHoce Ha Burax Aeo ucropuje u
CaAQIUIbOCTH OBE MY3MUKE TIPAKCe, M BOAU HheHOM IOTHYHUJEM Pa3yMeBarmby Y AaHallliheM BPeMery.

Kmyane peun: Cepgaannxa; cazanjcka ceBaaanika; cas; Pajko Cunmeynosuh; Tpaguimonassa Mysnka.
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RIGOLETTO MEBY IIJECMAMA 3A ¥ APYIITBO: Y 10T A XAPMOHVKE ¥V TPAAUITHTU BOKE
KOTOPCKE

Tema osor mcrpaxxusarma je XapMOHMKa, Kao jeaaH 04 TPasMU¥OHaAHNX MHCTpyMeHaTa Boke koropeke.
Osaj aeo Bokesmcxor Hacaeba ypBanor cTrAa Huje A0 Caja HPOYUABAH, jOII MAILE UMa TIOAATAKA O TOME y
AOCTYTIHVIM TIMCAHMM U3BOpUMA. Pag ce, CTOTa, 3acHusa Ha ITOAAIMMA CAKYTIAEHUM TOKOM TPHAECETAaK
TOAMHA COTICTBEHMX TEPEHCKUX MCTPasKMBarha My3yuKe TpaAuiimje osor rpumopcekor rroapyyja. Ipema
VM8, XapMOHMKa PYy4HOr Tula je rodes o4 XX Bexa y Boku KOTOPCKOj MMada pajAMuMT CTaTyc,
obanxopat reorpadckuM M AMHAMMMHUM KyATYPHO-MCTOPMjCKUM 30MBAIbMMa, TIOTOTOBO aKO je
M3BODEbE BE3AHO 3a mbefla ABa 0BAMKa: crapuju, AUjATOHCKM (xojem je rocsehena Hajseha maskba) u
maabiu, xpomarexu. Crora he onum pagom Guru rpesenToBaila 1 TyMauena KOMILAEKCHA ya0ra pydHe
XapMOHMKe y Tpaauniuju boke xkoTopcke saxsasyjyhu 1) asmaamsu ocoBenocry ussobersa xao u 2)
DOKeACKOM TTOMMAaY TOT U3Bohera.

Kamyane pujeyrr: Boka xotopeka, ypBatu cTu, MIAO BPUMOPCKO Mjecmo, XapMOHUKa, pacmezaud.
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SEVDALINKA WITH SAZ ACCOMPAINMENT; INTERPRETED BY RAJKO SIMEUNQVIC - AN
EXAMPLE OF TRANSNATIONALITY OF A MUSIC PRACTICE

Sevdalinkn, as one of the most beloved love song genres in Bosnia and Herzegovina, has it's fong, centuries
old history, which is characterized by many different influences, numerous thoughts and observations.
It's known that this genre is primarily the part of the Muslim heritage. Still, it was favoured am ong the
other ethnicities, for example, in Bosnia and Herzegovina, and also widely spread through the whole
Balkan. But, after the wars from the 1990s, which generated numerous nationalist phenomena within al
the nations that participated in them, seedalindin has almost exclusively been established as one of the main
cultural symbol of Muslims; therefore, it's important and primary characteristic — su pranationality — was
suppressed. The inlerpretation of seedalizha in traditional manner, namely, accompanicd by instrument
sz, 1s a rarity in XXt century in many regions where this practice still exists. Also, it is real rarity to find a
performer of Serbian origin who keeps seodaiinka with saz accompaniment from oblivion, through his own
vocal-instrumental interpretations, One of the them is Rajko Simeunovic (1954), singer and sxfija from
Bijeljina (born in Tuzla). According to his opinion, sizlifs is the term that refers to ,complete” performer,
that is, to the singer who accompanies himself on saz. As a long time interpreter of sevidnlila, and a man
who does not adhere to nationalist diversion, he disagrees with the way of understanding seeldalinkq
which dominated after 1990s, believing that this song can be performed by anyone who loves and
understands it, regardless of performer’s nationality. e prefers performing traditional secdalinia and the
ones popularized in Bosnia and Herzegovina by famous singers and instrumentalists in the mid-twentieth
centiry. Simeunovic is the type of musician who still continues to perform, on the stage and various
gatherings, seedulinka with saz accompaniment in it's original form, as an intimate song cherished inside
of the intimacy of patriarchal houschold. Nevertheless, taking into account the dominant cultural
discourse in Bosnia and Herzegovina, as well as in Serbia, we can conclude that he is probably one of the
last scedalinka pesformer of Serbian origin. His personal experience presented here, derived from ficld
rescarch conducted in 2018 by the author of this paper, containg valuable informations that relates to an
important part of the past and current form ol this music practice, leading to today’s better understanding
of it.

Keywords: Sevdalinka song, saz, sevdalinka with saz accompaniment, Rajko Simeunovic, traditional
music.

RIGOLETTO BETWEEN SOCIETY SONGS: THE ROLE OF THE ACCORDEON IN THE
TRADITIONAL MUSIC IN BOKA KOTORSKA

The subject of this paper is accordion, as one of the traditional instruments of Boka kotorska. This part of
the Boka kotorska urban style has not been researched so far, and even less information is available in
accessible written sources. Therefore, the paper is based on data collected over thirty years of Zlata
Marjanovic fieldwork into the musical tradition of this coastal area. According to them, since the 20th
century, handy type accordion had a different status in the Boka Kotorska region, shaped by geographical
and dynamic cultural and historical events, especially if the performance is refated to accordion two forms;
the older, the diatonic (which is devoted to the greatest attention in this paper) and the younger,
chromatic. Therefore, this papaer will present and interpret the complex role of the hand type accordion
in the tradition of Boka kotorska thanks to 1) the analysis of the peculiarities of the performance as well
as 2) the Bokelji (inhabitants of Boka kotorska) concept of this performance.

Keywords: Boka kotorska, urban style, & /ity coastal place, accordeon, rastegadi,
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CAVNYHOCTY Y PA3JAMKE ¥V U3BOHAUYKOM CTUAY TPYBAUKUX OPKECTAPA 3AITAJHE,
CEBEPOVICTOUHE M JYTOUMCTOUHE CPBUJE HA IIPUMEPY 3BOHELA MOPABIIA

Ortrre je nosHaro Aa rpybauxu opkecrpu y Cpbuji JaHac csupajy BpAO XeTeporeH pereproap, 1j. He
CBUpajy caMo recMe M Koaa U3 CBOF Kpaja, seh u ona xoja riormay us Apyrux xpajesa CpBuje. Taxo, ma
npumep, pybauxu opkectpu 13 sanague Cpbuje yecto caupajy 1 M0UYeKe M BAALIKA KOAA 12 PasIM
BECeMMMA, Kao WITO M OPKeCTpM u3 cepepoucrodite M jyrovicroune CpOuje ussoae 1ryMaiujcka u
sariaanocpBujancka koaa u iecMe. Mebyrnm, crmacke pasauke y nzsohersy ucre nymepe nsmelhy ose tpu
rpyBauke ,1koAe” nocroje. ¥ osom pagy hy riokymati Aa OAIOBOPHUM Ha IMTarhe KOjU CY TO MY3UIKK
eAeMEHTH KAYIHY TIOKa3ate/b¥ CTUACKHX Pa3auKa y u3sobersy osa Tpu TpyDauka NeHTpa, Ha IpuMepy
TpU pasamunTta u3sohea MOpasd, KpO3 aHAANTIYKK TIOCTYHAK IIpey3eT U3 Teopuje nnroHanuje bopuca
Acadijesa. Kao ysopak cy y3eru 110 jeaan TpyBauki opKecTap 13, cesepoucroune u jyroucroune Cpbuje.
Pesyatar OBOI WCHMTHBama je caejehu: jacue pasamke ce youasajy Ha HMBOY w3BODadukor amapara,
aparbKMara, OpHaMeHTHKe 1 apTukyAatuje. Bes ob3upa Ha TO 1ITO OBa TPy TPyDauKa opKecrpa y oM
u3sohalnTBy AaHac cagpiKe MeIIaBUHY TP IO3HaTa CTUAE, MOXKE Ce, Ha OCHOBY pe3yATaTa MCIIMTHBAba,
3aKBYIUTH 42 je 32 TpyBauky opkectap us sanaane CpOuje kapakrepucTiIHa OLITPUja apTUKyA2linja,
ua cesepoucrodre CpBuje Borara OpHaMeHTHKA i MEKIIA apTHKyAanuja, a 13 jyrouctoune Cpbuje Mexia
ApTUKYAAIIH]jA.

Kamyase peust: mopasan, tpyBadku opxecTpu sartagne, ceseponcroyne u jyroucroune Cpbuje, reopuja
nrronanuje bopuca Acadjena, cTyacka rpoKuMara, MyATUETHIIHOCT.
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AT TAAUSALIUJA MATHETOMDOHCKUX TPAKA BAAAA MUAOIIEBURA:
PE3VATATHU U TIEPCIIEKTUBE

Pag je Hacrao paau ripeseHtalMje IMAbeBa IPOJEKTa AUIMTAAM3ALMjE MArHETOQOHCKMX Tpaka i3
saocraswrrune Baage C. Muaomesitha xoja je ypaberna xao capaama msmeby asuje mHcruryuuje —
Myaukoaouikor uHerutyra CAHY ua Beorpaaa u JY Myaeja PenyGarnke Cpricke w3 bama JAyxe, a koja je
dunancupana 04 crpane Munucrapersa Kyarype u undopmucama Penybauxe CpOuje. I'aasuu nua
Myseja PC je aa Aururaausyje Tpake Koje Cy Mo MUCAHOM CaApKajy BeOMa 3Hauajue 3a HeMaTepujaaHy
kyarypuy Gamruny PenyGanke Cpricke, a v Bocue ut Xeperosute. Marnerogorcke Tpake (ykynuo: 68),
Ha KojuMa cy BpojiM 3ByUHY IpUMjePH TPasULIVOHAAHE MYSHUKO-(POAKAOpPHE Tepeticke rpahe i y Marboj
mjepu MuaomesnieBor KOMITO3:TOPCKOT OXlyca, cHuMAeHe ¢y 50-Tmx 1 60-TuxX roguHa HPOIIACT BUjeKa
U [IPeACTaBAajy HENPOLEIbiBY BPUjEAHOCT 3a 3eMAay CBOT ropujexaa. ¥ paay he Gutu npeacrapmenu
TEXHUYKY acTIEKTH TIPOIeca AUTUTAAM3ATIU]E, KAO U CAAPIKaj A0 CaAad MIPECHMMAEHNX TPAKa — BOKaAHa,
VIHCTPYMEHTaAHa 1 BOKaAHO-UHCTPyMenTada Myska y bochi n Xepuerosunu.

Kmyune pujeun: Baaao Muaomesuh, marseroorcke Tpake, Hemarepujaano nacaebe, Mysej PC,
AUTUTaAK3aLMja.
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SIMILARITIES AND DIFFERENCES AN PERFORMIG STYLE OF TRUMPET ORCHESTRAS OF
WESTERN, NORTHEASTERN AND SOUTHEASTERN SERBIA ON THE EXAMPLE OF
PERORMANCES OF MORAVAC

[tis generally known that trumpet orchestras in Serbia play a very heterogeneous repertoire today, ie. they
don't play only songs and dances from their regions, they also play ones who originates from other parts
of Serbia, Thus, torexample, rumpel orchestras from Western Serbia often play cofels and Viach rounds
at various celebrations, such as the orchestras from Northeastern and Southeastern Serbia performed
sumadija’s and western-serbian rounds and songs. However, there arve stylistic differences in
performances of the same track between three trumpet “schools”. In this paper, I will try to answer on
question who musical elements are key indices of stylistic differences in performing of the three trumpet
centers, to the case of three different performances of moravac through analytical procedure, taken from
the theory of intonation by Boris Asafyev. As a sample taken by a trumpet orchestra from the western,
northeastern and southeastern Serbia. The result of this researching is: clear differences exist at the level
of performing aparatus, ornaments and articulation. Regardless of what these three trumpet orchestras in
its blend of performance today include three well-known style, it can be based on the results of
researching, concluded that trumpet orchestras from Western Serbia characterized sharper articulation,
from Northeastern Serbia is rich ornamentation and articulations is softer, and from Southeastern Serbia
is softer articulation.

Keywords: Moravae, trumpet orchestras of Western, Northeastern and Southeastern Serbia, theory of
intonation by Boris Asafyev, stylistic permeatings, multi-ethnicality.

VLADO MILOSEVIC, MAGNETIC (REEL) TAPES, INTANGIBLE CULTURAL HERITAGE,
MUSEUM RS, DIGITALIZATION

This paper presents goals of the project of magnetic (reel) tapes digitization from Vlado S. Milosevic
legacy, which was done as a collaboration between the two institutions — the Institute of Musicology
SASA from Belgrade and the PI Museum of the Republic of Srpska from Banja Luka, financed by the
Ministry of Culture and Information of the Republic of Serbia. The main goal of the Museum is to digitize
the tapes which are very important for the intangible cultural heritage of Republika Srpska and Bosnia
and Herzegovina. The magnetic tapes (total: 68), with numerous sound examples of traditional musical
folklore collected during ficld work, but also with a lesser extent of compositions from Milosevic's
composed opus, were recorded in the 1950°s and 1960°s and represeal an extremely important value for
the country of their origin. The paper will present the technical aspects of the digitization process, as well
as the content of the previousty recorded tapes — vocal, instrumental and vocal-instrumental music in
Bosnia and Herzegovina. '

Keywords: Vlado Milosevic, magnetic (reel) tapes, intangible cultural heritage, Museum RS, digitization,
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VUMITPECUJE M3 MAAAOCTHU — OBHEK TAACOBA JUXAABE Y MAJAEPOBOM CTBAPAAAIUTBY
HITOETHUIW

I'paa y xom je l'ycras Maaep oapacrao, Juxaapa, 610 je ogamyai IpuMep OHOra INTO MOXKEeMO Ha3BaTK
Waejom Aycrpujckor napcersa. Tpebado je y cBAKOAHEBHOM >KMBOTY YjeAMHUTH pa3zAMumMTe Halyje a
Maaep je, saripaso, Ty OCHOBHY 1Aejy BeoMa 200po cuMmboansosao. Poben je y jespejekoj nopoanumy, Buo
JeLIKOT MOPEeKAa, aAl, TOBOPHO je HeMauky jesyk Des uxaksor ,crpanor” aujaaexra. Fberos cser cacrojao
ce o4 csera 1naseaenor: Xpumrhaicrsa, [espejersa, YerKor 1 ieMaukor jeauka v xyarype, Ilporasasno je
uHCnMpaujy y Sorarcrsy myauke oba Hapoaa mehy Kojuma je riposeo Maaje gane. ITpumepa paay, Tako
3HaYAjHU BOJHU ,1103uMB1” TpyDe ¥ HheroBoj My3uL CTeKAM CY CUMOOAMMKO 3HAYEHE YITPaBO 3aTO NITO CY
BOJHM OpKecTpn OUAM CTAaAHO HPUCYTHU Y Juxaasu. ¥ merosuM cumPoHUjaMa MOKEMO 4yTH M 3BYK
Tpagnunonaannx Kaesmep cacrasa, Takohe seoma nortyaapumx y to speme y Uemxoj. Osaj pag Dasu ce
dacumHanTHUM cBeToM MaepoBor AeTUILCTBA M FLEIOBe PaHe MAa4oCTH — JUXJAaBOM M beHHM
PasHOAMKMM KyATypaanumM Tpasunujama. Beavku ['B1a0 Aszep je pexao: LJMnpecuje ierose MAaAOCTH
IIpoAa3e Kao [YPBEHa HUT KPO3 FheToBo crsapasamirso.” OcHosua TeMa paga Oulie pasmaTparse OBIX TAKO
BaJKHMX M3BOpa MHCOMpanuje xaxko 3a Maaeposa geda, Tako M 3a (POPMMPAILe HErope jedMHCTBeHE
IMOETHKE.

Kayusre peun: ['ycras Maaep, kyatypa/Tpagunuja, Juxaasa, yrumajm.
Muaom MAPUHKOBUH, MA

Mysukoaomky uHcrutyT CAHY, beorpag (Cpouja)
marinkovic92milos@gmail.com

MY3UYKH ®OECTUBAAU KAO OAPA3 KYATYPHE ITOAWUTHUKE: O BAPIHABCKE JECEHI 4O
MY3UUKOI BUAJEHAAA 3ATPEL

Y pagy ce pasmarpa yrunaj IOAUTHUKMX NPOMEHA Ha KyATYPHO-yMETHHUKM KMUBOT llomcxe nu
Jyrocaasuje cpeaunowm rpouraor sexa, Hakon nepuoaga conujasucriukor peaausma, y obe semae je
OTTIOUeTa TEXIbAa Ka AeeTaTH3anuju Kyarype, 1Ito je y cdepu OpraHusalije >XKMBOTA Pe3yATHPaio
OCHMBAILEM MHTEPHAMOHAAINX (PecTHBala cappeMene MysuKe — Bapmascke jecetin (1956) m Mysirakor
Bujenasa 3arped (1961). 3aMum/menn Kao MecTa Ha Kojuma Bu ce cycpean KoMIIoauTopu ca ofe crpane
I's034eHe 3aBece, OPraHM3aTOPY OBYX (PECTHBAZA TEXXKIAY CY MHKOPIIOpUpary AoMahux koMIoauTopa y
aKTyeAHe 3ariajHOEBPOIICKEe MY3HUKe TOKOBe, He DU AM CrBOpUAM IOBOALHME YCAOBE 3a KYATYPHY
anbepaansarujy oacke u Jyrocaasuje. Ctora, Mako NEpLUUTHPAHM Ka0 OTKAOH 04 CONPEaansMa, Te Kao
B4 JerioavTudanuje Myswke, OB (PeCcTHBAAM Cy, CACBMM TapajiOKCAAHO, HACTaBUAU Aa CAYXKe
HOBOIIPOXAAMOBAHMM HOAMTUYKUM MAEjaMa, yemepenM Ka rtpesenranuju [lomcke u Jyrocaasuje Kao
anbepaaHo-aeMOKpaTcKuX cpeduna. byayhu aa je Bapmrascka jecen yremeaena ner roAWHa panuje y
oaHocy Ha 3arpeBavuxm bujeHase, oHa je rocrada yaop jyroc/0BEHCKOM (eCTUBaAy, WITO MMIAMLIPA
TIOTeHIMjaAHe aHadoruje mamely crparerdja ¥ HM/AeBa  OBMX  MY3MUKMX MaHM(ecTanuja.
KoMmnapaTusHIM caraejaBamheM OBMX MY3UUKUX Aorabaja u3 mpsux roanHa imMxosor ojpxkasama (1950-
Te u 1960-te roaunte), ycranosuhe ce rae cy Mecra CycpeTa, a rae pasudakemna y cpepu HombcKe, 0AHOCHO
jyrocaosencke GpecTUBaACKe IOANTHUKE,

Kmyane peum: oacka/[yrocaansmja, anbepaausanyja, Bapinascka jecen, Mysnuxu bujenasze 3arped,

KOMTIaparuja.
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IMPRESSIONS OF YOUTH - ECHO OF JIHLAVA'S VOICES IN CREATIVITY AND POETIC OF
MATILER

Jihlava, town in which Gustav Mahler grew up, was a fine example of (what we can call) the Idea of the
Austrian Empire. The nations of such diversc origins should have joined together and Mahler, symbolized
that very good. He was born in Jewish familly, had Bohemian origin, bul, he spoke a pure German free
from all dinlectal ,, impuritics”. Flis world consist of all of stated: Christianity, jewishness, Bohemian and
German language and culture and he found rich nourishment in the music of both the nationalities among
whon he spent his youth. For example, so important trumpet-calls in his music acquired a symbolic
meaning because military music was omnipresent in Jihlava. In his symphonies we can hear voices of
traditional Klezmer bands so popular at that time in Bohemia. This paper is considering that fascinating
world of Mahler's childhood and his carly youth — City of Jihlava and it's diverse cultural traditions. Great
Guido Adler said: , Impressions of his youth run like a scarlet thread throughout his work”. In this essay
main subject will be consideration of this important sources of inspiration for Mahler's com positions and
forming his unique poetic.

Keywords: Gustay Mahler, culture/tradition, Jihlava, influences.

MUSIC FESTIVALS AS A REFLECTION OF CULTURAL POLICY: FROM WARSHAW AUTUMN
TO MUSIC BIENNALE ZAGREB

This research examines the influence of political changes on the cultural life of Poland and Yugoslavia
from the 1950s to the early 1960s. After the period of socialist realism, the tendency toward
democratization and liberalization of culture started in both countries. In the sphere of organization of
musical life, such tendencies reflected in establishing of international festival of contemporary music - The
Warsaw Autumn (1956) and the Music Biennale Zagreb (1961} as places where composers from both side
of Iron Curtain have presented their works. Fence, these festivals, although perceived as a departure from
political ideologization of music, they continued to promote modified political aims, that referred to
presentation of Poland and Yugoslavia as liberal countries, By comparing these musical events from the
first years (1950 and 1960), this research will determine where are the similarities and where the differences
in the sphere of Polish and Yugoslay festival policies.

Keywords: Poland/Yugoslavia, liberalization, Warsaw Autumn, Music Bienmale Zagreb, comparison.
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KOPEJAANMUJA HACTABE MCTOPUJE MY3UKE WM MYSUUKHX OBAUKA V CPE/ALOJ
MY3MYIKOJ HIKOAM: XAJAHOBA IOCAEA LA KAABVPCKA COHATA

ITurame 04HOCA MCTOPUjE MY3HKe W My31uKyx 0DAMKa, IbUXOBUX KOHIENAaTa U MebycoBrux peaanuja,
IpUMaAa HAYEAHMM IIMTab|Ma FIOCTABKE KyPHKyAyMa Cpeamer MysMukor ofpasosatha M OAHOCA
AVICLIMIIAMHA KOje C& TPaAuIMOHAAHO ACXKUBALABAJY KAO PerIpe3eHTy AMjaX POHUJCKOF ¥ CHHXPOHUJCKOT
METOAQ MCTPasKMBarba My3uke. ¥ 0BOM pagy, rnoaadelu o4 anasuse IO0CTapke OBMX TIpeaMeTa y
AKTYeAHVM I14aHOBYMa M IIpOTPaMMMa Y CPHICKOM MY3WYKOM WIKOACIBY, Kao M IPEeAAOIKEHOr BUAa
peaanzanuje uporpama y {(odoBperum) ynbermuumMa, ykasyje ce na moryhe npobaeMarusaiiyje
TPAAMHMOHAAHUX CXBAaTarka, APYTa ¥ Apyradsmja HCKYCTBa y IbVXOBOM KOHIMMMPALY ¥ [OTeHnMjal
yCrocTasAama Kopeaanuyja Mehy npegmernma, a y be3u ca IIOCTABKOM TE€Ma KOje ce 0AHOCe Ha COHATHI
0BAUK U COHATHU IMKAYC, a Ha IpUMepY CTyAuje cAydaja, o0paje HacTaBHe jeauHiLle Besate 3a XajaHosy
nocaeAtby KAaBUpeky conaty. Lins je noxasati norenimjas KOMIAEMEHTapHOT PUCTYIA ¥3abpao]
TeMMU. :

Kmyre pewn: MeToauka HacTase UCTOPHje My3uKe, METOAVKA TEOPH)CKe HACTaBe, My3HIKa
MeAAroryja, CpeArba Myanuka LIKOAa, Kopeadalnuja [peaMera.

Ceeraana HAYAHNWH, MA

Yuusepaurer y Hosom Cagy (Cpbuja), CTyaeHT AOKPOCTKMX aKaAeMCKUX cTyauja Ha AxadeMuju
YMETHOCTH

svetlanadjacanin@gmail.com

KOPEQIPAD®UJE TPAAVIINOHAAHWX ITAECOBA 3A AELYY bOI'AAHKE GOBE BYPUh

Kopeorpaduje TpajunmoHasHIHX A8COBA Koje TPUIIAAajy AOMeny CleHCKe YMeTHOCTH M Hacrajy y
KYATYPHO-yMETHIUKIM APYLITBIMA M3a3KBajy cse pehe nirepecosaibe €THOKOPEOAOTA ¥ aHTPOIOAOTA.
Vaxo je auteparypa y Xojoj ce aytopu Base ripobaemuma kopeorpaducanor poxaopa y Cpbuju jor ysex
MaAaoBpojHa, youaBa ce Aa CBI ayTOPH KOjM MCTpaxKyjy obaj (peHOMEH CBOja UCTpakuBaiba yCMepasajy
UCKAYUMBO Ha M3BOHAuKe, pelipeseHTaTHBHE CacTaBe KyATYPHO-yMETHWUKMX APYLUTasa, ¥ Kojuma cy
naecaun seh mekycrm uspobauu, A0K xopeorpaduje TPaAMIMOHAAHMX IAECOBA 3a A€y OCTajy Ha
MAaPEMHI HAYSHYX HHTepecoBaiba. Y osoM pady dokyc he Guru yemepen Ha kOpeorpadcKO CrBapaariTso
Boraauke Bobe Dypuh koja je y nepuoay nameby 1970, 1 1990, roanne paanaa UCKAYIUBO Ca AeUjUM
arcambaMMa, Te OCTaBUAA BEAVKI TPar y pa3sojy dedjer crenckor ¢poaxaopa. Iopea nipakriaHor paja ca
aetom boraanka Bypuh opranmsosaaa je n 6pojiie ceMunape 3a oby4aBarse yMETHUYKHX PYKOBOAHOLA
aedjux ancamBaza, Te je Kpo3 BUX HPEHOCHAA U CBOjy MAGOAOTU]y paja Ca AELIOM KOja joIl yBEK MMa
BEAVIKM YTUL{a] A CTBapalamTso OpojHux caspeMenux kopeorpada y Cpbuju. Pag he duru nogesen Ha
asa aeaa: iipsu geo 6uhe gporycupan na Guorpadujy boraganke Bypuh, a0k he Apyru aeo buru yemepen
Ha meHe xopeorpadpcke MPUCTYITE U MALOAOTH]E, ca ITOCeDHIM OCBPTOM Ha IhEHE ayTOpCKe CTyauje u
Kipure Koje ce Dase rmpobaeMarnkom paga ca deujum QoakiopiumM ancambanma. [ua paga jecre aa ce
MCTakHe 3Hauaj Kopeorpadja TpasuIOHaAHNX [11€COBa 3a ATy KPo3 1TpusMy creapaaatsa borgarxe
Bofe Dypuh, xao jeayie 04 Haj3HauajHIX AMUHOCTH Y OBOM ACMEHY.

Kmwyase pean: boraaska boba Bypuh, aeuju poakaop, kopeorpaduije.
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CORELATION BETWEEN SUBJECTS OF MUSIC HISTORY AND STUDIES OF MUSICAL FORM IN
SECONDARY MUSIC 5CHOOL: THE LAST HAJDN’S PIANQO SONATA

The issue of the relationship between subjects of music history and studies of musical form, of their
concepts and mutual relations, belongs to the general arca of the ways in which curricula for the secondary
music schools are created, as well as to the domain of the relationship between disciplines that are
traditionally viewed as representatives of a diachronic and synchronic research of music. This paper will,
starting trom the analyses of the ways these subjects are envisioned in current curricula of Serbian musical
education, as well as from the suggested ways for their realization offered in (sclected) textbooks, point
to possible problematizations of traditional understandings, and to other and different experiences in their
conceiving, as well as to the potential of establishing correlations between these two subject, on the
example of units refated to sonata form and sonata cycle, and a case study will be related to Hajdn's Iatest
piano sonata. The goal is to show the potential of a complementary approach to the chosen topic.

Keywords: Methods of teaching history of music, methods of theoretical teaching, music pedagogy,
secondary music school, correlation of the subject

CHOREOGRAPHIES OF TRADITIONAL DANCES FOR CHILDREN BY BOGDANKA BOBA
DURIC

Choreographies of traditional dances belonging to the field of performing arts and originating from
cultural artistic societies cause an increasing interest of ethnocoreologists and anthropologists. Although
the literature dealing with the problems of choreographed traditional dances in Serbia is in deficiency, it
is noticeable that all authors who explore this phenomenon direct their research exclusively on
representative groups of cultural artistic society, in which dancers are already experienced performers,
while choreographies of traditional dances for children remain at the margin of scientific interest. In this
paper, the focus will be on the choreographic work of Bogdanka Boba Duric, who worked exclusively with
children's traditional dance ensembles between 1970 and 1990, and left a big mark on the development of
traditional dance for children in the field of performing arts. In addition to practical work with children,
Bogdanka Duric has also organized numerous seminars for the training of traditional dance teachers of
children's ensembles, and through them also conveyed her ideology of work with children, which stil has
a great influence on the corcography creation of numerous contemporary choreographers in Serbia. The
paper will be divided into two patts: the first part will be focused on the biography of Bogadanka Duric,
while the second part will focus on her chorcographic approaches and ideologies, with a special emphasis
on her own studies and books dealing with the issucs of working with children's traditional dance
ensembles. The aim of the paper is to highlight the significance of the traditional dance coreographies for
children in the field of performing arts, through the prism of creativity of Bogdanko Boba Duric, as one of
the most important people in this domain.

Keywords: Bogdanka Boba Duric, tracitional cfances for children, choreographies.
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[MPOBAEMU TEPMWHOAOILKOI OAPEREIL A UHCTPYMEHTA ®PYAEY KOHEKCTY IbEHOI
NCTOPUJCKOT CATAEAABAFBA

Osaj paj, y mpsoOM peady, NpeAcTaBba OCBPT Ha PAasAMIMTE M3BOPE KOJM MOIY DacBeTAUTH Mpobiem
TePMUHOAOIUE, AAU U CMECTUTY MHCTPYMEHT (PPYAY ¥ UCTOPUICKI KOHTEKCT IeHe [IPUMEHE KOA Harier
Hapoga. Vcropujcky, anrepapau ¥ eTHOMY3WKOJOIIKH PajOBM, Ka0 M HapoAHa IIpakca, NoTephyiy
UHMIBEHHIY Aa OBaj] MHCTPYMEHT MMa MHOTO CHHOHUMA, IIITO YKa3yje Ha MIMPOKY IPUMEHY U YKOPEH:EHOCT
(ppyae y Tpaanumju cprickor HapoAa, aau u Ha npobaem ogpebupama camor urcrpymenta. Fexu og
TepMuHa yioTpebaasajy ce 3a MCTHIAILE M3BECHWX Pa3AMKa, a KaTKaj ce IhMMa 03HavaBa U ApYriu
UHCTpYMeHT, Ppyaa je jeaal 04 MHCTPYMeHaTa YMje MMEHOBare HI Y MCTOPUJCKOM, HiA reorpadckoM, aan
BM HayquoM cMucay Huje jaciio sedunmcano, na wak i gocaeano. [Hapaaeano aujaxponujcko
CaraeAaBare TepMUHOAOIIKMX oApeanunia u ynorpebe ¢pyae, pacseramhe npobaem agepunuicama
WMHCTPYMENTa U IeroBo MO3UIMOHIPaIbe Y 04HOCY Ha Te0rpad)CkO-UCTOPUICKO-APYIIITBEHN KOHTEKCT.

Kmyune peun: Opyaa, TepMHUHOAOTH]A, UCTOPUJCKY KOHTEKCT.
Mp Muaom SATKAAVK

Yrusepsurer ymernoctu y Beorpaay (Cpbuja), GakyATeT Mysiuke yMETHOCTH
mzatkali@eunet.rs

PEY, CAMKA M 3BYK ¥V BU-A0TMUKOM K/bYUy

Oanocu vsmely Meawija, akyCTUUKOT, BI3yeAHOT 1 BepBaAHOT, MOXE Ce POYUABATH U3 HI32 PA3AMAUTHX
NepCTIeKTHBa, Y3 YKAYIMBaje pasanmantux aucturiavia. Osaj pal ce KOHLIEHTPUILIE Ha IICHXOAHAANTITUKe
acIeKTe OBIX OAHOCA, OcAarhajyli ce Ha cxpataiba jeator Opoja KAYIHIX JICHXO0AHAAUTHYAPA KAO LITO Cy
Epucr Kpuc, Xajun Koxyr, Crjyapt @eaep, ITunxac Hoj, ykayuyjyhu passojue neuxozore Jorasga
Bunmkora u Aanujeaa Crepra. Vaxo je cam Ppoja BeOMa Maao FMCA0 O MY3WLIM, IHEIOBO YHerhe
TIOCTABMAO je OCHOBE 3a OBAKBa MCTPaKuBaiba, a 3a 1oTpede OBOr paja HAPOUMTO j€ BAXKHO FBETOBO
CxBaTarbe O NPUMapHIM ¥ CEKYHAAPHMM TIPOIIeCHMa, Kao M IeT0BO TyMaderhe cHoBa. K/byuHa IHOCTaBKa
Je Ta Aa je 04 CBUX YMETHOCTH, My31Ka Habjavoxa HeCBeCHUM, IIpesepBalHuM MOAAANTETIMA MEHTAAHOY
yrripmoncarba 1 Aa 61 ce yMETHOCTM Yak MOIA€ YCAOBHO M CTEIIEHOBATH IIpeMa TOMe Y Kojoj Mepi
BUMA YUeCTBYjy MpuMapHm ¥ ceKyHAapuu nporecu. [osusajyhyu ce na npumazpux nponeca -
KOHAEH3anMjy, M3MELITaIhe, IMapc 1po TOTO — MOXeMO OBJaCHUTH M3Y3eTHy HOAODHOCT My3uke 3a
CHMyATaHOCT, CTamaibe pasHOPOAHMX MaTepyjada, eKCrpeMHy (pparMenTaujy A0 HIUBOA KO je TEeLIKo
3aMUCAWB y CAMKAPCTBY WA KisypKesnocTu. Kao teopujcko nosaswmiure rnoceGHO BaKHO 3a 0Baj pag, a
AOCRA Yy CryanjaMa O MysuLy Hexopuirheno, MCTHUYeM KOHLENT Gu-A0TMKe U CMMeTpusauuje Kao
¢yHaameHTaAHMX CBOjCTABA HECBECHOT yMa, KXo je TO IIPeAAOKHO UMAGANCKU MCUXORHAANTHIAD
Mruacuo Mare-Baarixo. [TpuMenom Taksux cxsaTarba MOYKEMO pasyMeTu Heke 04 BurrHix eHoMeHa Kao
LITO €y pepep3ubuAHOCT, OTBOPEHOCT 32 TPOTHBPEUHa TYMadersa U, Koje y Myauriu cpehemo muoro rpe
HEro ¥ APYTMM YMeTHOCTHMA.

Kmyune pewn: Heuxoanaausa, 6u-a0ruka, cumerpusalivja, Mare-Baaixo.
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PROBLEMS OF TERMINOLOGICAL DETERMINATION OF FRULA IN THE CONTEXT OF THE
HISTORICAL PREVALENCE OF THE INSTRUMENT

This work, in the first place, represents an overview of the various sources that can itluminate the problem
of terminology, but also place this instrument in the historical contoxt of its use among Serbian people.
Historical, literary and cthnnmusicological works, as well as (olk practice, confirm the fact that this
instrument has many synonyms, which indicates the wide application and rootedness of the frula in the
tradilion of Serbian people, but also the problem when determining the instrument itself. Some of the
terms are also used to highlight certain differences, and sometimes they are also referred to other
instruments. Frula is the instrument whose name was not historically or geographically, but not even
scientifically defined, nor even consistent. Parallel diachronic examination of terminology and use of the
frula will clarify the problem of defining the instrument and its positioning in relation to the geographic-
historical-social context.

Keywords: Frula, terminology, historical context,

WORD, IMAGE AND SOUND IN THE BI-LOGICAL KEY

Retationships between different media: acoustic, visual and verbal, can be studied from a multitude of
perspectives, with an involvement of various disciplines. The present paper concentrates on the
psychoanalytic aspects of these relations, deriving from the explorations of a number of major
psychoanalytic writers such as Kris, Kohut, Rose, Feder, Noy, including the perspective of developmental
psychology as found in Winnicott and Stern. Freud, however fittle he wrote about music, laid the
foundation for such explorations, particularly with his teaching on primary and scconda Ty processes, as
well his interpretations of dreams. The principal claim is that of all the arts, music is closest to the
unconscious and preverbal primary modes of mental functionin ¢, and that arts can even be tentatively
graded according to the extent to which they partake of primary and secondary processes; the verbal
apparatus, as a more recent developmental acquisition, being chiefly dominated by the secondary ones.
By invoking primary-process mechanisims — condensation, displacement, pars pro toto — we can explain
music’s  extraordina ty predilection  for simultaneity, b!ending of disparate materials, extreme
fragmentation: to the extent hardly conceivable in literature or painting. A fruitful resource, hitherto
somewhat overlooked in music scholarship, is found in the concepts of bi-logic and symmetrization as the
fundamental propertics of the unconscious mind, as proposed by Matte-Blanco. Thereby, we can account
fora number of phenomena tike reversibility, or openness to contradictory interpretations found in music
more readily than elsewhere,

Keywords: Psychoanalysis, bi-logic, symmelrization, Matte-Blanco.
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30PUCAABA M. BACU/BEBUT ~ PECOPMATOP ITPOUECA MY3MUKO! OIIMCMELABAL A
HA ITPOCTOPY PEIIYBAUKE CPIICKE

Jopucaasa M. Baciesyh (1933-2009), kao My3uaku rearor v ayrop yLibennuxe aureparype 3a Hacragy
coadeha, ocrasmaa je nemsbpucus Tpar Ha mpoctopy Penybamke Cpbuje u Penybauxe Cpricke,
OcuupameM Akagemuje ymjernoctu y bamoj Aymm 1998. roaune, Bacuaesuhesa je aHraxosaHa kao
OATOBOPHM HaCTaBHMK 3a IpeAMere Coageho n Meroguka coadeba. Iben aosasax na MY 3K
HeAaroiIKu mpocrop, Ha kome je seh 610 gBpcro yremMesmen jesa cacBM ApPYrauMjyn HauMH MY3UUKOL
OITHCMEIhaBAELA, TIPEACTABAAC je CHAKaH NMPeoKpeT y 0b4acTy MysuuKe IIeAaroruje, Koju je ca coBom
A0Heo cseobyxBaTHy pedopMy M MIOTe HOBUile ¥ AoMeHy nacTtase coadeba na coum munoumMa. daxae,
rpeaMer KCTpakuparba OBOT pada je pedopma Hacrape coadeba, koja ce TeMeaM Ha HOBUM
AMCUMIAVHIME, CaApKajuMa M METOACKMM IoctymimMa 3opucaase M. Bacumesnh obyxsahermm
KomBurosarnoM QyRKIyoHa oM METOAOM. 3a4aTak ¥ 1A UCTPakKUBAIbA je AahY Paj HA PACBRT/HABALY
XKUBOTa M NPOQECHOHAANNX aKTUBHOCTH OBOT MCTAKHYTOT MY3MUKOT TeAarora ¥ <dysapa CprICKOr
HallMOHAAHOF M KYATYpHOr Myauukor Oaara u wgenrmrera, Ocum HaBeAEHOr, 114aHUPAHO je u
TIPMKA3MBAILe KOHKPETHHX PA3AMKA Y METOACKUM [TOCTYIIMMA I HACTABHUM CaAp KajuMa y Iepuoay npe
u riocae ysobetba cucreMa pada rpema meroau Bacuaesuhese. ¥ pagy cy xopuinhene aHaAuTHvuKa,
AGCKPUTITUBHO-KOMITApAaTUBHA M UCTOPUjCKO-KOMIIApatuBHa MCTpaXKupauka MeTtoda. Ocum rmcarmx
AOKYMeEHAaTa ¥ apXyBCKe Ipabe, AMMHMX UCKYCTaBa ayTopa YAaHKa Y OBOM UCTPAsKMBaby je IPHMEeseHa i
MeToJa MHTepBjya, Koju je oDaBmeH ca NpBuM U HajéawoxuM capagmvouma 3. M. Bacumesuh (3.
Huxoanh, M. Cpauh), xao wu ca Hactrasupumma OcHosre Mysuuke mkoae ,Baago Muaoresuh”
(M.bamh, B. Kapaman) y bamoj Aynu, rae ce, npema HOBOYBEACHMM METOAMYKUM IIPUHIIMIIMMA
M3BOAMAQ NPAKTULHA HacTaBa U3 IpeaMeta Metoauxa coadebha.

Kayane peum: sacrasa coadeba, pedpopma, 3opucaasa Bacumesuh, Komburosana ¢yukionaana
MeET04a.
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INMUCAHA PEY O MY3UILIW V YACOIIUCY 3A YIO3OPUIUTE, MY3UKY Y1 ®UAM COMOEDIA

Yaconuc 3a nosopuinre, Mysuky u ¢uam Comoedia (n3sazmo je HegemHO Y U3Jarby U3AABAYKOT
yapyxema Waycrparuja y mepuoay 04 1923. roaune a0 1927. rogune) npeactassa jedan aeo apxuscke
rpabe moxparbere Ha Myaukoaormkom unerityry CAHY koja ce Trae nosopuniie ymersocru. Hamepa
MU je Aa OBUM PajoM IPEACTaBMM U4aHKe O My3uIM u3 Dpojesa JacoTiica MOCReheHOM ITO30PHLITY KOjU
cagprKe gparolieHe ysuae v mysnuky xxusor Cpba npema gocryneoj rpabu us nepuoaa o4 1924, a0 1926.
roAMHe.

Kabyure peun: Comoedia, My3uKa, IHcaHa pev O My3UIIH, HOZ0PUIITE.
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ZORISLAVA M. VASILIEVC ~ THE REFORMER OF THE PROCESS OF MUSICAL LITERACY IN
THE REPUBLIC OF SRPSKA

Zovislava M. Viastjovic {1935-2009), a5 o music pedagogue and the author of course books tor teaching
solfeggio, feft an indelible trace in the Republic of Serbia and the Republic of Srpska. When the Academy
of Arts was founded in Banja Luka in 1998, Vasiljevic was engaged as the leacher responsible for the
subjects Solfeggio and The Methodology of Solfeggio. Her coming to this musical and pedagogic territory,
where a completely different way of enhancing musical literacy had been firmly grounded, represented a
revolution in the area of music pedagogy which brought with itself a comprehensive reform and many
novelties in the domain of teaching solfeggio at all levels, Therefore, the research subject ol this paper is
the reform of solfeggio teaching, based on new disciplines, contents and methodological procedures of
Zorislava M. Vasiljevic and included in the Combined functional method. The objective and the aim of
the rescarch is to shed further light on the life and processional activitics of this prominent musical
pedagogue and keeper of Serbian national and cultural musical treasure and identity. Besides the above
stated, the plan is to present concrete differences in the methodological procedures and teaching contents
before and after the introduction of Vasiljevic’s mcthod, Analyticsl, descriptive-comparative and
historical-comparative research method have been used in this paper. In acddition to written documents
ancl archive materials, personal experiences of the author of this paper, the interview method was used,
which was conducted with the first and closest associates of Z.M. Vasiljevic (4. Nikolic, M. Srdlic), as well
as with teachiers of the Primary Music School “Viado Milosevic” (M. Basic, V. Karaman) in Banja Fuka,
where practical instruction in the subject The Methodology of Solfeggio was being implemented according
to the newly-introduced methodicai principles.

Keywords: solfeggio teaching, reform, Zorislava Vasiljevic, Combined functional method.

WRITTEN WORD ON MUSIC IN THE JOURNAL FOR THEATRE, MUSIC AND FILM COMOEDIA

Journal for theatre, music and film Comoedia (weekly published by the publishing association
Flayerpama (Hlustration) in the period rom 1923 to 1927) represents only one part of the archive material
that is being kept on the Institute of musicology SASA that to the art of theatre. Theretore, I wish to present
the articles on music from the publications of this journal dedicated to the theatre, that contain valaable
insights into the musical lite of Serbs, according to the available material dating from the period from 1924
to 1926.

Keywords: comoedia, music, wrilten word on music, theatre.
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FUSIO/DIFFUSIO C/I0BOJAHA ATAHAUTKOBURA

Fusio/Diffusio je noso paanodoncko ocrsaperse kommnosuropa Caofoaana Arananxosuha, nacraao ua
HO3MB Apamckor nporpama Paauo Beorpaga, nososom obeaeskasarsa ~Lobenaana ymernocrn”, 11pojexTa
KOjut ce peaswsyje 104 NMOKPOBUTEMLCTEOM rpyre Apc axycruxa Esporicke pasnoandysie yruje. Opaj
ITPOjeKaT I0APasyMeBa AMPEeKTaH IPeHOC PaanodoHCKIX OcTBaperLa Koja NPeACTAB/AAJY CBAKY OA 3eMaba
Haatua Esporicke paguoaudysue yauje, Maxo ocMmumimera Y AOMEHY paano()oHMje, KOMIO3NIuja
Fusio/Diffusio xopuery rpaaurmonasia U3PAKAJHA  CPEACTBA H3PAXEUa 3BYKOM crmMpoHmjcKor
OPXECTpa, MEIIOBUTOT XOpa U coancta. Peaansonara je currresom ¢parvenara u3 Aranankopuhesor
OTIyCa, KOJU YHHE APAMATYPLIKK KOMITACKCY MYSMHUKY MaTPULy, My Cy 3BYK ¥ KPajthoj peaansaliujy
AMPEKTHOT 1Ipenoca yIOTHYHUAY YeTHPY IAYMIa, Kao TETHUPU COANCTA, HAPUKAYa Y MELIOBUTU OKTer
XOPCRMX raacoBa. ¥ KOUTEKCTY OBOT Paja IOCTaBAa Ce [TUTAILE KpO3 KOje Ce che M3pakajue edeMeHTe
MY3MKa KOMIIOHOBAHA 32 KOHLEPTHY crieny TpancdopMuie y jomen paguodorckor CTBapaZavyKkor
IpOMHIIbaba, OAHOCHO y K0joj Mepu je m cam Aranauxopuhen CTBAPAAAYKY je3nK KOHNEIITYaAH0
OCMUMIILALEH Ha HAUMH Aa Ce Y MIPOLECY CAYIIAIba CaMo 1o ceBu Tpenioanaje xao pagnodouncko, Oarosope
Ha IocTaBAbeHa rirarha Tpeba TPaskUTH y caMoM IPOLIECY ¥ KOME Ce peaausyje mapTurypa, Hpy demy ce
kommosunumja Fusio/Diffusio upenosuaje xao (pysuja Aranauxosuhesor KOMITO3MTOPCKOT je3mKka 1
M3pa>kajiux cpeAcTasa paanja Kao MeAuja, a AVPEKTHO EMUTOBAILE, Ka0 AnQyauja, He IIPeACcTaBba CaMo
[yKO caamuspane y etap, seh Texmy aa ce xpos MY3UKY, Ka0 YHUBEP3aAHY je3NK TIPEHECe TI0PyKa Ope
KoMmmosunuje rroceehene Crpadaanuiima Beaykor para.

Kayaue peun: meauju, paanodonuja, Paguo Beorpaa, mysuxa.
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Pepa.magare@gmail,com
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COADERO KOJM CAM BO/AEO/AAKOJU BOAVIM U KOJU BMX BOAEO//A

Oua paaa je Aa ce mcTaxkge 3Ha4a) U y/Aora Y4eHMKa u Cryaenata y Gyayhoj mysmuakoj I1eAarorujn
CTaBAALeM IUXOBOT AUMHOT UCKYCTBA O HACTABK coaeha y nenrap osor ucTpaxkuBatha, Teopujcka Hasa
OAHOCH Ce Ha peAeBaHTHY AUTEPATYPY O TOME I1ITa CTYASHTU MYICAE O COIICTBEHOM MY3UMKOM obpasosarey
(Greene, 1995: Ricardson, 2000; Johansen, 2008) u macrasu coadeba. Ysopak umne yaeHuIy (feTor u
HIECTOT paspea OCHOBHE, M TIPBOT M APYTOF paspeaa cpeame Myairuxe mxozae "ap Bojucaan Byukosuh" y
beorpaay, N=70) u CTYAGHTY (OCHOBHIIX 11 MacTep akaAeMCKIX cryauja Mysuuke rieaarormje na Pakyarety
MY3MUKe YMeTHOCTH, YHupepaurer yMeTHoCTH ¥ Beorpaﬂy, N=50), Yuecrmim Cy AaAm OATOBOP Ha Tpu
nutarsa: 1) Hlta cu Boseo/sa na nacrasyu coadeba?, 2) Illta urcu 80ae0/1a Ha HacTasy coadeba?, 3) Hlra
01 Boaeo/aa aa Hpomenum Ha Hactasu coadeba Kag rrocranem My3¥uKY Heaaror? Pesyararu he Buru
NPpYKasaHu Ha CKymny.

Kayane pewrs: mysiuxa Tedaroruja, nacrasa coadeba, yuennnm, cryaenty, MY3UYKO 00 pasoBarLe,
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FUSIO/DIFFUSIO BY SLOBODAN ATANACKOVIC

Fusio/Diffusio is the latest radiophonic work by composer Slobodan Atanackovic, created after the
inftiative of the Drama Program of Radio Belgrade, for the celebration of the project “Birthday Art”
realized under the sponsorship of the group Ars Acustica of the European Broadcasting Union. This project
agsumes direct transmission of radiophonic ereations representing each country which is a member of the
European Broadcasting Union. Although imagined for the radiophonic domain, the composition
Fusio/Diffusio uses traditional means of expression, such as sound of symphonic orchestra, mixed choir
and soloists. It is realized as a synthesis of fragments of Atanackovic’s opus , that form dramatically
comptlex matrix, where the sound in the final performance of the direct transmission is completed by four
actors, as four soloists, four crying mourners and a mixed singing octet. In the context of this work, the
question arises as to what are all the clements of expression that can transform music composed for the
concert scene into a domain of radiophonic creation, meaning in what sense is the very creative expression
of Atanackovic conceptually imagined so that it can be recognized as radiophonic. The answers to all these
questions should be looked for in the very process of the partition realization, where the com position
Fusio/Diffusio is recognized as a fusion between the composer’s musical language and means of
expression of the radio as a media, and where the direct broadcasting, does not only represent simple
transmission into the air but the urge to transmit, through music as a universal language, the message of
this composition, dedicated to the victims of the Great War.

Keywords: moedia, radiophonia, Radio Belerade, music.
El L

ILOVED,TLOVE ANDI'D LOVE

The aim of this paper is to emphasize the importance of students opinions on the future music pedagogy,
focusing on their experiences and views on solfeggio teaching and learning, Theoretical background
concerns relevant literature on what do students really think about their music education (Greene, 1995;
Ricardson, 2000; Johansen, 2008) and solfeggio lessons they have attended. The participants are pupils (5th
and 6th year of the Elementary, and Ist and 2nd year of the Secondary Music school "Dr Vojislav Vuckovic"
in Belgrade, Serbia, N=70) and stuclents (of undergraduate and master studies in Music education at the
Faculty of Music University of Arts in Belgrade, Serbia, N=50). I this survey we had only three questions:
1) What did you like in your solfeggio lessons?, 2) What have you disliked in your solfeggio lessons?, 3)
What would you like to change in solfeggio lessons once you become a music educator? The results will
be shown at the conference.

Keywords: Music pedagogy, solteggio teaching, pupils, students, music education.
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BAAITKA MY3MKA XOMO/bA Y 3AOCTABUITHHM OAUBEPE MAAAEHOBUR

Quausepa Maaaenosuh Gasraa ce ¥iCTPaskiuBarbeM BAAILKE KyATyPe 0CAMAECETUX TOAMHA ITPOIIAOT BEKa,
Ha caumimma xoju ce nasase y apxusu Erporpadexor uncrutyra CAHY sabeaexxena je u BoxadHa
rpakca Baaxa us Xomoaa, a matepujaa je cHUMAEH Ha 6 ayAN0-Kacera, Koje Cy AMrnTaAu3oBaHe. Byayhu
AQ Cy THOMY3MKOONIKA I{pOyUuaBarba moMeryTe 0Baactid seoMa ockyAHa, 3abeaexena rpaha cakako
TIPeACTAB/bA APATOLICHO CBEAOUeILe O My3UHYKOj KyATypU Baamike etuyuke sajearmie. I pasa jecre
yrephuBarbe cnenudmunocryt 3abeledxenyx HpHUMEpa, Ha OCHOBY eTHOMYSMKOAOIUKE aHAAM3E M
TPAHCKPHUIILHjE, KAO ¥ H3ABAJAILE BOKAHMIX KAHPOBA KOjU C& HAaAa3e Ha OBUM ay 1O KaceTama. Bokaanmm
npuMepumMa ca cimaka Oausepe Maagetosuh 6uhe npuapysxenu rocrojehu npumepu 3 antepatype,
Kao 1t IipUMEpH aKTyeaHe Tpakce 3afeaesKeHn 04 CTparie ayTopke opor pasa. Ha osaj naunm gpopmupatie
ce Bap AeAMMUTHA CAMKA MY3VIKOT XKuBoTa Baaxa y XoMomy 04 0CaMARCETHX I'OAMHA HPOLIAOT BEKA 40
AQHAc, 8 BUXOBOM KOMHapaLyjoM caraesahie ce KOHTHIYWTET 1 IIPOMEHE.

Kmbyune peun: Oausepa Maaaenosuh, Baaika My3ixa, BOKaHa paxca .

Maja PAAVBOJEBI'h CAABKOBITh, MA
Yuusepautet y Kparyjesny (CpBuja), Pua04011K0-yMeTHIUKY pakyATeT

maja@filum.kg.ac.rs
OTK/AOH 04 TPAAULIAJE: HUK KEJB 11 MY3UUKU BUAEO

V creapadaintsy jeAHOT 04 HajekcrenTpuanmjux ussobava nonyaapue Mysuxe - Fiuka Kejpa {Nick Cave),
My3UIKH BIAEO MMa TToceGry yaory, Oyayhu Aa je ierono crsapasauTso (Hacraao ca Gernaom Nick Cave
& The Bad Seeds) TpaguIMoHaAHO U3a30BHO (CAAPXKAJHO, a4V ¥ HHTEPIIPETATUBHO ¥ HEP(OPMATHBHO).
Cammm TiM, yriotpeBa My3uuKor BuAea y ,omycy” osor Genaa jecte y miorome Heyobudajera, Byayhu aa
HUje YeCTo Be3aHa APaMaTypIIKN 33 CaApiXKaj My3WKe, a y BEAMUKO] MEPHU YaK M arCTpaKTHa. Ynorpeba
HECBAKVAAUIILIX CPEACTaBa Y ,BUAEO IIPUIIOBEAAIY” OBOI IIOMyAApHOT My3KMdapa M3MeITa ra I3
TPaAMIIMOHAAHNX OKBUpa Mysuuxor sugea. Crora, oBaj pas he IIOHYAUTH JEANO O/ MUTarba Kejsopux
MY3UUKMX CTIOTOBA, Ca AKLIEHTOM Ha BHAEO CHOTOBMMA 3a 1eCMe Ca HajIIoryAapHujer aabyma Kejsosor
Genaa —Baaage o youersy (Murder Ballads), koju je objanasen 1996. roaute. Kako ce My3suaki BUAEO MOXKe
TYMAUHTH Ha pasAMUMTE HAduHe y 3aBMCHOCTH OA OpraHu3alyje ¥ TUIIa CaAPXaja (IIpBEHCTBEHO
BH3YEAHOY) KOjU Ce y theMy Haaasy, y opom paay he anaausa 6ury cripoBeAena y HeKOAMKO KOpaka: IpBo
he Gury yrophen ,Hauns npuriobeAarsa” y My3udaKoM BUAEY 1 HUBO BU3YEAHNX [IOAPaXaBarha caapixaja
necMe, a 3aTum he ce IPUCTYIINTH M CeMMOTHUKO] AHAAV3Y UCTAKHYTIX eAeMenaTa y HapaTusy My3uikor
BlU/J€a ¥ TIecMe, Kao U IhUX0Be Kopelaluje. Wmajyhu y Buay ga ce noOMeHyTH Kejpor aabyM 3acHiiBa Ha
TeMaTHIM YOVUCIBA, UCTAKHYTO MECTO ¥ OBOM aHAAWTHMUKOM ycTpaxusarsy he mMaru n Aeduuucame
BU3yaAu3aLMje MOTVBA YOUCTBA M CMPTH ¥ MY3UIKIM BUALVMA IHETOBUX Iiecama (TI0CebHO Y AyeTcKuM
HyMepaMa Te I0CcToje ABa HapaTopa).

Kabyuane peun: Hux Kejs, Mysuuku 8u4e0, HapaTuB, CeMHUOTHKA.
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VLACHS MUSIC OF HOMOLJE IN THE LEGACY OF OLIVERA MLADENOQVIC

Olivera Mladenovice researched the Viach culture in the 1980s. The recordings are in the archives of the
Ethnographic Institute SANU, and the Viach vocal practice from Flomolje was recorded too. The material
was recorded on 6 audio cassetles that were digitized. Since ethnomusicological studies in this area are
very scarce, the recorded malerial is certainly a valuable testimony to the musical culture of the Viach
cthnic community. The aim of the paper is to determine the specificity of the recorded examyples, based on
ethnomusicological analysis and transcriplion, as well as the selection of vocal genres on these audio
cassettes. Vocal examples from the recordings of Otivera Mladenovic will be accompanied by existing
examples from literature, as well as examples of current practice recorded by the author of this paper. In
this way, at least a partial picture of the musical life of the Vlachs in Homolje will be formed from the
1980s to the present, and by their comparison we will see continuity and change,

Keywords: Olivera Mladenovie, Viachs music, vocal practice,

DEVIATION FROM TRADITION: NICK CAVE AND MUSIC VIDEO

Incopus of one of the most exclusive pop music artists - Nick Cave, the music video plays a special role,
hence his creations (originated with the Nick Cave & The Bad Seeds band) are traclitionally challenging
(by content, but also its interpretation and performance). Therefore, the usage of music video in the opus
of this band is unusual in many ways, since its’ narrative is often not related to the content of music, and
it is even highly abstract. Unusual methods in "video story-telling” of this popular musician deviates him
away from the traditional music video. Therefore, this paper will offer one approach to the Cave's music
videos, with the highlight on videos of songs from Cave’s most popular album released in 1996 — "Murder
Ballads”, Since music video can be interpreted in different ways, depending on the organization and type
of content (primarily the visual one) contained therein, this paper’s analysis will be carried out in a few
steps: first, we will determine “story-telling line” of music video and the level of visual enhancement of
the song content, then the semiotic analysis of the specific narrative elements of music and video will be
presented, as well as their correlations. Bearing in mind that the aforementioned Cave’s album is based
on the topic of murder, the defining of murder and death motives in music videos has a prominent place
in this analytical rescarch (especially in duct tracks where there are two story-tellers),

Keywords: Nick Cave, music video, narrative, semiotics.
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KAKO CAM MPEXOM TIOXBATAAA W3TYB/AEHE COKOAOBE (MAV: O HEKUM
ETHOMY3UKOAOINKUM ITOTEHIIMJAAVMA ,,CAJBEP-CADAPUIA")

bpojue passojue TpaHc(opMaLije Xoje je TOKOM I0CAeAmMX HeKOAWMKO AelleHuja MIpoy3poxoBada
uudopMaTHIKa pesoaynuja, Ha crenuduIan HayuiH 3axBaTiAe Cy 1 €THOMY3MKOAOIIKA MCTPaskKUBarba,
reHepuIIyhy 1Nopes OCTAA0r IPEUCIIMTUBAILE YBPEXKEHMX KOHIeraTa o TEPEHCKOM pajy ¥ ApYTUM
(popmama INpuKyNmbaiba nogaraka. [aobBasna wpexa, xao OTBOpEHH TIPOCTOp  3a TIAACHpambe
HAjpasAHMMTUJUX 3aMHCAMBEX CAAPKaja, TIPHUBYKAa j& 1 muore HerpogecnoHalHe byOHTeAt MYSUKE,
KOjM HyMepe M3 CBOjUX [IPUBATHMX KOAEKIH]a M OAATKE O IbMMa, HOHEeKas papuTerHe, 110 COIICTBEHOM
raxobeiby nocrasmajy Ha pasie naatdgopme, Gaorose, CajToBe, ApPYHITEEHE MPEeXe, rroceDHO HA KaHad
Youtube. Maaa He 0Ges oapebene noapasymesajyhe mnpoBaemaruke, VIHTepmer je  TakoO
E€THOMY3MKOAO3MMa OTBOPKO IIPABM MajdaH MHade Texe AoCTyIHMX uHbopMalmja, Kao 1 HOBMX TEMA,
nocebro y Cpbuju, Koja He pacrnioaaxe A0BOAHO ypelerum APXMBCKIAM Aenoamopm]ymmma Myswme
rpabe v npatehux mera-riogaraxa. Ogra Mmaaa C'{y,aw]a cayuaja ~ o ntecmu CokoAOsH, Mojfu muhu — jeqan je
04 3a caja peTkmx npumepa obpage Tema Koje je 04 cxopa oMoryhuo Wrreprer. YKPIITAEM
cratigapaHux u Canpemermx obauka TepeHCKOr paja M ApYrux BHAOBA IIPUKYHALATLA peneBaHmmx
roAaTaka, oc*rsapena je peKoHCTPYKIIMja XX1BOTa OBe CPIICKe TiecMe: 04 ILeHOY HacTaHka y ymemquO]
noeam]m y ,a,pym} noAosuiy XIX Beka, TpexKo Hpahema nonapobermx U pasHOANKO zpaHC(})opMMC’HIMX
obavKa Koju ce ntotoMm cpehy y pastim cpeaunama toxom XX croaeha, 40 cappemMenux uHrepnperania
y Cpbujn. I/Ilmum]afu{a BE3a Ca KOCOBCKMM MMTOM, T€ OCAOB/MLABAMLE APXETUITCKHX CPIICKMX naeana
topbBenocty, JyHaHlTBa, CaMOXKPTEOBAILA, YACTU U II0HOCA — OAMUEHUX Y cUMOOAMITH COKOAR, KOja je
npeyseTa U3 CTAPUjer KOPITyca CPIICKOT KILMXKEeBHOT (bOAKAopa - omoryhuau ¢y orer ajatbe OBE I1ECME ¥
AYKeM TIepHOAY Y FHEHO BE3MBaIbe 3a Pa3AnynTa paTHa 30MBaIba TOKOM IIPOTEKAMX 150 roauia.

Kzmyare peqvi: BUPTyeAHY TEPEHCKM Paj; uctpaskmbame y cajbep mpocropy; riecma Coxoaosu, MOU
trrthy; mecme Ha 78 obpraja; mecMe Cprickyx paTHuka,

Ap Caasmra CTE@AHOBM R

YuupepauteT ymernocru y beorpaay (Cpbuja), Daxyarer Mysuuke yMeTHOCTH
sarica@eunet,rg

BUILE O NNOAA BEKA AEYJUX TIECAMA CTAHMUIIIE IT. KOPYHOBUBRA

Iesarbe je HajIpUPOAHMj1 O0ANK ASYJET MYSHUKOT M3PaskaBalha 1 360T TOTa Ce Y BeANMKO] MEPY KOpUCTH
¥ My3IYKHMM aKTUBHOCTHIMA Y TIPEAIIKOACKO] YCTAHOBY (CBe y3pacHe rpyIle yue recMe 110 CAyxy), Kao uy
OCHOBHOJ LIKOAY Ha HACTaBy MY3VIKe Y CBUM paspeArimMa (Ha MaabeM y3peTy IO cAyXy, a 3aTuM y crapujiuM
paspeAnMa ¥ 110 HOTHOM TekcTy). [leBarbem niecama, iyrem autepapHor Texkcera, AeTe CTHUe HOBA CasHaiba
O CBETY KOjM Ta OKPY>Xyje U1 pasBmja MySUUKU yKyC. AKO je necma yMETHUUKM BpeAHA OCTBapyje ce 1id
HaCTape MY3UKE Ha CBUM HUBOMMA, & TO je passujaise AyOasy rpemMa My3HIKO] yMETHOCTY, TI0ACTILAE
cmucAa 3a AeTio, popMUparhe ECTETCKUX KPUTEPH]yMa I CBeCTPAHM Pa3BOj AMIHOCTI ACTETa, T€ Heroso
onzemerbusarse 1 obpahare HaXKibe Ha BEAPY ¥ PajOcHy crpany sxupota. [IpumeTHo je u asapMaHTHO
Aa jeaHOrAacHa Aedja IecMa AaHac HUje NpeAMeT MHTEePEecoBaiba MKOAOBAHYX KOMIIO3UIOpa ¥ Cpbuju,
Beh Aa cy ayropu uenrhe BaCriuTayuy, yyutesi U HACTABHVMIM MY3MKE, Kad M ecrpajsy Mysyuiapu. y
TEKCTY JKEAMM Aa VICTAKHEM Jedje NecMe yIpaBo jeAHOT HacTapHuka Mysuke, a 1o je Crapuia. 11
Kopynosuh, koju je xKuseo 1 paauo 1pe i rocae Apyror cserckor para y CpOuju u kojur Ham je OCTaBiio
Ase 30upke ntecama. IIpsy 300pKy je oGjasmo 1936, a Apyry 1954 roayme. Baxknoct OBMX 3Bupkm je y TOME,
HITO caapyke MaTepujal Koju ce u ganac resa. Haume, Kopynosuh je objasuo csoje aeuje mecme, aau it
necMe Koje je Herae 1yo 1 npukynyo. Muore remepariuje cy oapacae ma osum rnecvama y Cpbju, aad 1
Ha npocTopy Ousie Jyrocaasuje u 300t Tora cMaTpaM Aa je norpefio ucrahiy BUXOBY BpeAHOCT.

Kmyune pewnt: seuja necma, nesarse, Crarmma Il Kopynosuh, MpeALIKOACKa YCTaHOBa, OCHOBHA [IKO.AS.
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HOW I CAPTURED THE LOST SOKOQLOVI [FALCONST WITH THE WEB (OR: ABOUT SOME
ETHNOMUSICOLOGICAL POTENTIALS QF ,,CYBER-SAFARY”)

Numerous developmental transformations, caused by computer revolution, in a specific way have
included rescarch in ethnomusicology as well, during the fast few decades. They have generated, among
other things, questioning of habitual fieldwork and other data collecting conce pts. Global Web, as an open
space for most versatile contents, has attracted many unprofessional music lovers. They treely upload
music examples from their private collections, as well as accompanying data, sometimes real rarities, on
various platforms, blogs, sites, social networks and especiaily on You Tube channel. Although not without
certain implicit troubles, the Internet has opened for ethnomusicologists a real mine of otherwise hardly
accessible information, as well as new topics, especially in Serbia which doesn’t have well enough
arranged archives for music material and accompanying meta-data. This small case-study-—aboul song
Sokoloed, moji tici [Felcons, sy litile binds)—is so far one of the rare examples of elaborating the topics which
have been recently enabled by the Internet. By interweaving of standard and contem poraneous Fforms of
ticldwork and other ways of collecting relevant data, the reconstruction of the Life of this Serbian song has
been accomplished: since its emergence in artistic poctey during (he secand half of the 19t contury,
through folklorised and versatily transformed samples appearing in various locations during the 20th
century, up to its contemporancous interpretations in Serbia. The initial connection with the medieval
Battle of Kosovo mythology and the addressing of Serbian archetypal ideals of fighting spirit, heroism,
self sacrificing, honour and pride— which are embodied in the symbolism of falcon, adopted from older
corps of Serbian literary folklore — enabled the long time survival of this song and its assotiations with
various war events during last 150 years.

Keywords: virtual fieldfork; research in the cyber space; song Sokolovi, i il [Falcons, oy Tifile birds|;
songs at 78 rpm; songs of Serbian warriors.

MORE THAN HALF A CENTURY OF CHILDREN'S SONGS OF STANISA P. KORUNOVIC

singing is the moest natural form of children’s musical expression and therefore, it is L reely used umusic
activities in preschool institutions (all age groups learn songs by ear), as well as in primary school music
teaching in all grades (at a younger age by ear, and then at older age by learning music notes). By singing
songs, through literary text, the children acquire new knowledge about the world around them and
develop their music taste. If the song has the artistic value, the goal of music teaching is achieved at all
levels. That goal is development of love for music art, encouraging the sense for the beautiful, forming of
aesthetic criteria and the comprehensive development of the child’s personality by his refinment and
attention to bright and joyful sice of life. The obvious and alarming fact is that one voice children’s song
is no longer in focus of educated composers in Serbia. Rather, the authors of these songs are often
educators, teachers and music professors as well as folk musicians. I would like to em phasize in this text
one music teacher, Stanisa . Korunovic, who lived and worked before and after the Second world war in
Serbia, and who left us two song collections. The first collection was pablished in 1936 and the second in’
1954. The importance of these collections is in the fact that they contain the material that is still sung today.
Namely, Koranovic published his children’s songs, but also the songs that he heard and collected
elsewhere. Many generations have grown up with his songs in Serbia, but also in the space of former
Yugoslavia. Theretore, I consider their value worth emphasizing,

Keywords: child song, singing, Stanisa I, Korunovic, preschool institution, primary school.
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I'AAC KAO MEAW] M OBJET NETUT A: MY3UKOAOHMKN) YIIUC Y CTY AUJE TAACA

Viirepecosatbe 3a M3ydasame Idaca je y BpTOr4asoM IIOpacTy y HPOTEKAMX HEKOAUKO TOAMHA. bpojre
HayuHe ¥ TeopujcKe AUCHUIIAMHE NonyT (praosodje, TEOPUCKe IICUXOAHAAMSE, TEATPOAOTHje, BOKaAHe
neaaroruje, cryauja mspobersa, ymycruae cy ce y TeoperusauMje ¥ NpoydaBarse, KakKo Tomaunauc u
Maxkdepcon Habode, HAypadurera FAaca, 4uje je 3BYUHO ,OuBame naMehy” MeCcro BUIIECTPYKOr
VICKYCTBEHOT KOAMparba. YNPpaBOo TO MECro Tpy»Ka FHPHAMKY 3a pasHOAMKA MHIEP- M Tpauc-
AMCUMITAMHAPHA HCTPasKMBakha OBOT (PEHOMEHa, T€ YCIIOCTaB/Abarke CAaCBUM HOBOT MHTePANCIIMITAMHAPHOr
IIPOCTOPa, MMEHOBAHOI Ka0 CTYAuje r4aca, rIocBehenor MHOIOCTPYKUM 1 AMBEPSUTETHUM AOTIPUHOCUMA.
[urame raaca Takohe mocTaje HAPOUUTO AKTYEAHO ¥ MY3UKOAOTUY ¥ TOAMHAMA KOje.CY HEFOCPeAHO 3a
nama. Yaumajyhu y 0bsup aa ce raac y Mysuim MOXKe IpeACTaBbaTy |, My3UIKY MHCTPYMEHT, TeAO, ocoby
¥ AMK”, OAHOCHO, MOYKE Ce IIOCMAaTPATH M Kao MeAu], 3acTyIHIK Teaa uspohada u kao 06jeT rneTur a, mheros
CTaTyc M TPeTMaH ¥ MY3UKOAOIIKO] AMTepaTypu I10CTaje HApOUUTO IIPOBOKATMBAH 3a Cardejanarbe.
VmMajyhu y Buay yaore koje raac MOXe Aa Iipey3Me y WHXepPeHTHO MHTePAMCLMITAUHAPHOM OKpUAY
MY3UKOAOTHE, IA OBOT paja MCIMTUBAILE IIPUPOAE U MOFyNIHOCTH MY3UKOAOIIKMX HCTPaXKHBAMKA Y
KOHTEKCTY YIOBe 'KPOBHE' MHTePANCIIMUAMEE XOja r4ac MIOCTaBAbA 3a 3aje ARUUKOr MMEHITesa.

Kmyuane peun: [aac, Myasukoaoruja, cryauje raaca, oojer rerut a, ussoberse.
Aparana TOAOPOBHWH
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KATEAPA 3A COADERO Y MY3UUKY NEJAATOTUTY GAKYATETA MY3UUYKE YMETHOCTHU
¥ BEOTPA/Y - CTOXKEP CPIICKOI' BUCOKOT MY3MUKO-IIEAATOIINKOI OBPA3OBATDA

Vicropujexu myT koju je Kareapa sa coadeho u Mysuuxy neaarorujy Pakyareta My3uuxe yMeTHOCTH Y
Beorpaay rpacupasa rpe cKopo noaa sexa, 61O je IIpoxeT HperasaukiuM pasoM ¥ HACTOJarbiIMa Y LIHAY
pa3sBuTKa CpIicke Mysuuke neaaroruje. Oamax 1o ocrusary, aasie 1972, roanue, Kareapa sa coadebo u
METOAMKY Y OKBUPY Tajailme Mysuuke akademuje y beorpaay, kacuuje ®akyarera My3UiKe YMETHOCTH,
je ¢ BeauKuM aMOHULMjaMa KPeHy.Aa ¥ Peaaun3aliijy OTICeSKHMX 1AaHOBa ¥ aKTMBHOCTH KOje CY joj 4a4e HOBH
dopmar He caMo y oksupy Marmute Kyhe, seh # yuyrap Mysuiko-(axyaTeIcKe Mpexe Ha IIpoCTopy
Conujaancruuxe Qegeparnsre Pentybanke Jyrocaasuje. Kao mysuuxo-rieaaronika heauja cactapseHa 04
TIPOMUHEHTHUX HACTABHMX, HAYMHUX W YMETHUUKUX AeAdaTHuka, Kareapa je cBOjUM BUIIEACLEHVCKIM
[IEPMaHEHTHIIM aHFaKOBAkheM Y TIOrAely Passoja HACTABHOY [POHeca M HaydHe MUCAH Y BEAMKO] Mepy
AOCTIpUIIEAa YCIIOHY CPIICKOT MY3UUKO-TIeAaTOIIKOr 06pasosatba y 1eAuHy, Aajyhu My naprukysapHy
AVMEH3M)Y 11 3Hauaj 1 BaH Tpanuna Hawle semae. O Hekaganiber OTcexa {Sic] 3a HaCTaBHMKE MY3UKe Kao
CBOT M3BOPMILITA, [1a A0 AAHAITLMX AaHa, mpuMapHa yaora Kareape 3a coadebho u Mysuuky rieaarorujy
caraeaapa ce y My3naKo-Iie AarOLIKOj eqyKanuju v o6y xaspona 3a paa y nHacrasy untoHauuje/coadeha
Y OCHOBHMM M CpPeAIbMM MY3MUKMM IIKOAaMa M My3MUKOr BacIMTarea/My3uuke KyArype Y
OMIITEODPA3OBHIM HIKOAAMA, TMMHA3MjaMa M CPeArsMM  CTpydnmM Imkoaama. BEaabopupajyhin
uctopmjcke 1 ucropuorpadeke mHeperrektupe paspoja Mysuuke axagemuje/Daxyateta  My3uuxe
YMETHOCTY, ¥ pady he Butu ocsermeHy Tparosu 1 uieje Koju cy BOAMAY 1 AoTipunean crsapamy Kareape
3a coadeho 1 MysuuKy 11e4arorujy Kao caMoCTaAHOT My3HUKO-TIeAQrOILKOL ¥ OPrasyu3a[MOHOT eHTUTeTA
Y OKBUPY CPIICKOT BUCOKOT MYy3IUKO-TIeAaronKor o0pasosarba.

Kibyune peun: xaTeapa 3a coadebo u mysmuxy nejarornjy; ®axyarer Mysnake yMeTHocrH y beorpady;
CPIICKO BHCOKO MY3UUKO-TIE4aroiiko obpasosarse.
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VOICE AS MEDIUM AND OBJET PETIT A: MUSICOLOGICAL CONTRIBUTION TO VOICE
STUDIES

The interest in studying voice has spiked during the last few years. There are numerous scientific and
theoretical disciplines, like, for example, philosophy, theoretical psychoanalysis, theatrology, vocal
pedagogy, perlormance studics, that embarked on journey of theoretisation and investigation of, as
Thomaidis and Macpherson would say, plurality of voice, whose aural ,in-between” represents the

wor

“Junction point for multiple encodings of experience.” The “in-between” is the exact spot which offers
opportunities for different inter- and trans- disciplinary rescarch of this phenomena, and encourages the
establishment of the new interdisciplinary space, named as voice studies. The question of voice became
especiatly topical in musicology in the previous years. Maving in mind that the voice in music can at the
same lime represent “a musical instrument, a body, a person and a character in performance,” and can be
viewed as a medium, a representative of the performer's body and as an objet petit a, ils status becomes
especially intriguing. With all the roles voice can take on in inherently interdisciplinary traits of
musicology in mind, the goal of this paper is to question the nature and possibilities of musicological
research in the context of the new 'roof' interdiscipline thal places voice as the common denominator for
all disciplines inclucded.

Keywords: Voice, musicology, veice studies, objet petit a, performance.

SOLFEGGIO AND MUSIC PEDAGOGY DEPARTMENT OF FACULTY OF MUSIC IN BELGRADE ~
PIVOT OF SERBIAN MUSICAL-PEDAGOGICAL HIGH EDUCATION

Historical path that Solfeggio and Music pedagogy Department of Faculty of Music in Belgrade marked
nearly half a century ago, was infused with extensive work and efforts towards the development of
Serbian music pedagogy. Immediately after its foundation, in 1972, Solfeggio and Methodology of
solfeggio Department of the former Academy of Music (later Faculty of Music in Belgrade), began with
great ambition to realize comprehensive plans and activities that gave the Department a new format not
only within the parent institution, but also in the music-faculty network on the territory of the Socialist
Federal Republic of Yugoslavia. As musical and pedagogical cell consisting of prominent teachers,
scientist and artists, Solfeggio and Music pedagogy Department with its decades-long engagement in the
development of educational process and scientific research, has greatly contributed to the rise of Serbian
musical-pedagogical education, giving it the particular dimension and significance beyond our borders.
From the former Department for music teachets as its source, until today, the basic role of the Solfeggio
and Music pedagogy Departiment is observed in the musical-pedagogical education and training of
teaching staff for teaching subjects: intonation/solfeggio in primary and secondary music schools and
music/musical cultuee at general education schools, colleges and specialized secondary schools.
Elaborating historical and historiographical perspective of the development of the Academy of
Music/Faculty of Music in Belgrade, in this paper we will especially ifluminate traces and ideas that led.
and contributed to the creation of the Solfeggio and Music pedagogy Department as an independent
musical-pedagogical and organizational entity within the Serbian musical-pedagogical high education.

Keywords: solfeggio and Music pedagogy Department; Faculty of Music in Belgrade; Serbian musical-
pedagogical high education.
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GOPMAAHO - CTPYKTYPHA AHAAVI3A CBUTE 3A OBOY U I'YAAUYKY OPKECTAP BAAJE C.
MUAOINEBHUHRA

Cayrra 3a 060y ¥ I'yAaUKM OpPKeCTap MPUITaAa SKaHpy COAUCTUIKO — OPKECTAPCKUX UHCTPYMEHTAAHMX beaa
u y onycy Baage C. Muaonresuha saysuma saskno mjecto. CBojuM KapaxrepucTUKama; BorarcTsom
casmydja, pasBujeHOM ¥ IIUTKOM MeaoArKoM, Ceura 3a 000y U IryAauKM OPKecTap, CKperasa je Ha cebe
Haxiy My3uuapa M Xao TakBa uecro Omaa yBpIITeHa y peneproap KaMepHuX IyAaukux cacrasa.
CA0XKEeHOCT My3VUKOT MaTepyjasa M HauMH Ha KOjUt je yHyTap oBor Jeaa tperupan Buo je sanuMAUB 1
¥3BjeCHOM OPOjy MY3UUKMX TeOpeTnyapa paai 4era cy €e mheropoM CTpyKIypoM DaBuAK ca PasSANIMTHX
acrexara. V3 scror pasaora Cpura je Guaa unrpuranTia v ayropku osora pasa. Kopucrehu peaesatmiy
Autepatypy Koja ce GaBy OBMM MY3UMKUM >KAHPOM, Te BAACTUTHM MCKYCTBOM CTEUCHUM MPUAKKOM
JopMaHO — CTPYKTypHE aHaAu3e OBOT heaa, ayropka je y OBOM TEKCTY MOKyLIaAa A2 Aa OATOBOPE U Ha
Ola IMTarba KojuMa ce wicy Basuam, uau Bap He AOBOAIIO, TPETXOAHYU AHAANTIYAPH. 3ATO he y paay
G1TM ToBOpa 0 0BAMKY U TOHaAHOM ILAAKY, AA¥ ¥ O €AEMEHTHMA KOji1 080 Heao wirHe MOAEpHOM CBUTOM.
JKeaa je TO 1 HACTOjaIbE AA C& AR BAACTUTI AOTIPUIIOC y CAATathy MO3auKa KOJu he BargrTi uIle CBjeTaa
Ha OBO [0 MHOI'O Y€MYy 3aHMM/AMBO heao.

Kmyune pujeun: Baago C. Muaowesuh, Csnra, GpopMaaiio- CTPYKTypHa anaanusa, TOHAAHM MAaH.
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VAOTA AAPMINTATCKUX MHTEPHAIIMOHAAHUX AETEHUX KYPCEBA 3A HOBY MY3UKY' Y
CTBAPAKY HOBE EBPOIICKE ¥ HEMAUKE MY3WUKE TPA ANUITUJE

YKOAMKO UMaMO ¥ BUAY 3Ha4aj ¥ yTuiaj JapMInTaTckiux MHTePHalOHAAHNX AETH:VX KypCesa 3a HOBY
Mysuxy y EBponu HakoH JpyTor CBeTCKOT pata, TeHIKO je He PasMMUILATH O IIMa Kao O UHCTUTY LU
Koja je y mepumody nocae pata, uaMelly OCTaAor, IOCAYXnAa Kao MHCTUTYIIM]a KOja je roMoraa
AerMTUMALMjM HOBE MY3MYKe apaHrapae. Hawume, HaxoH Apyror cserckor para u criepUIHIX
HOAUTHUKIAX OKOAUOCTH KOje Cy MY IIPETXOAMAe, [IeAeceTe TOAUHE Y €BPOIICKOj YMETHOCTH U My3Mi(H
oBeAeKeHe Cy YCIIOCTABAAEM HOBUX MYSHIKUX VHCTUTYIM]A 1M CFBAPAEheM HOBE MySHuKe Tpajauumje.
Jeara 04 yaora KOjy Cy MysMKa | My3MIKe MHCTUTYHHje HMade Ouaa je yuernhe y 0oBHaBAHAILY yTUAja U
naamohu Kojy cy eBporicka ¥ HeMauKa My3uka umaae Ha noderky 20. sexa. ¥ osoM pajy, pasmoTpuhy
OKOJHOCTH KOje €y IIPeTX0AMe U Koje cy doseae A0 dpopmupama AapMINTATCKUX NHTEPHAIVOHAAHMX
AETHHX KyPCeBa 3a HOBY MY3MKy, KOHILENIyjy (ecTvsaa Ha IIOYETKY IeroBOr HacTajarna, TpaauiMje Xoje
Cy MOCAYKIIAE KAO OCHOBA 3a CTBAPAIhe HOBE MY3UKe U YAOTY OBe MHCIMTyIuje ¥ O0HaBAAIbY HeMAaIKOT
Mysuukor yrunaja y Esporm. [Jva oBOor paja je 4a TIOKaXke HauuH Ha koju cy Adapminrarcku
MHTEPHALIMOHAAHY AETELM KYPCEBI 32 HOBY MY3UKY AOUPIHEAN YCHOCTAB/AAILY HOBE eBPOIICKE U HEMAaUKe
MY3UUKE TpaauLuje.

Kmyure pewst: dapmurrar, HOBa My3VKa, eBPOIICKa TPaAUIH]a.
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FORMAL - STRUCTURAL ANALYSIS OF THE SUITE FOR OBOE AND STRING ORCHESTRA BY
VLADE S5, MILOSEVIC

The Suite for Oboe and String Orchestra belongs to the genre of solo - orchestral instrumental works, and
in the opus of Vlado S. Milosevic takes an important place. With its characteristics; the richness of the
harmony, the developed and adjustable melody, The Suite for Oboe and String Orchestra, drew attention
of the musicians and as such was often included in the repertoire of chamber string orchestra. The
complexity of the musical material and the way in which it was treated in this work was interesting for
certain number of music theorists thal worked on it for its structure, from different aspecls. For the same
reason, suite was an intriguing for the author of this work. Using the relevant literature that deals with
this music genre, and with its own experience gained in the formal - structural analysis of this work, the
author tried to answer the questions that previous analysts did not work on, or at least nol enough. That
is why the paper will deal with the form and the tonal plan, but also the elements that make this work a
maodern suite. [tis also a desire and endeavour to make its own contribution to matching mosaics that will
throw more light on this exceptional work.

Keywords: Viado 5. Milosevic, suite, formal - structural analysis, tonal plan.

THE ROLE OF DARMSTADT INTERNATIONAL SUMMER COURSES FOR NEW MUSIC IN
CREATION OF THE NEW EUROPEAN AND GERMAN MUSIC TRADITION

Considering the influence and the significance that Darmstadt International Summer Courses for New
Music had in the post-war Europe, it is hard not to think of it in terms of institution whose main function
was legitimization of avantgarde and creating a new German musical tradition in the post-war period.
Namely, after Second World war and the political circumstances that preceded the War, fifties in
Europeanart and music were marked with the establishment of the new music and musical tradition, One
of the roles that music and musical institutions was to restore the influence and supremacy that Europe
and Germany had prior to the War. In this paper Uil examine the circumstances that anticipated and led
to the formation of the Darmstadt International Summer Courses for New Music, the method that was
used in the first years of their formations, traditions that served as a model for creating new music and
their role in restauration of the German musical influence in Europe. The aim is to show the way in which
the Courses for New Music contributed in establishment of the new Euwropean and German music
tradition,

Keywords: Darmstadt, new music, european tradition

79




Bama CIIACUR, MA
My3uKOAOIUKM MACTUTYT CAHY, Beorpaa (Cpbuja)
vanja88@msn.com

PEFIEPTOAP OIEPE HAPOZHOT [IO30OPUILTA Y BEOITAAY (1970-1990)

Paa je ocMuULben Kao Hperaed MBBeASHUX Aela Onepe Hapoanor nosopuiuta y beorpagy y nepuozy
ocMe 1 aepere aevenmje 20, Bexa. ¥ 1o speme Onepa je Hacrojasa Aa OArOBOPH Ha TaAalliby KyATypHY
IOAUTUKY Y KOUTEKCTY jyrOCAOBEHCKOT CaMOYIIPaBHOr CONjaAN3MA, cyouasajyhin ce ca OpojHum
M3a30BMMa KAO LITO €y IlMTarbe M3BODAINTBA ¥ PIANE AMCLIMIIAMHE. na pasa je Aa ce IpUKaxe
perieproapeKa MOAUTHKA TOMEIYTe MHCTUTYLE, Kao M peLerimja ONepeKuX IpejcTaBa y AHEBHUM

Hosunama ,JToanrnka®.

Kayare pewis: perieproapeka MoAnTHKa, Onepa Hapoatior rosopurrra y Beorpaay, pererniumja orepa.
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BEOGRADSKO I SARAJEVSKO DOBA SLOVENACKIH GRADITELJA VIOLINA
MAKSIMILIJANA SKALARA [ BLAZA DEMSARA STARIJEG / BEOGRAJSKO IN OBDOBJE
SLOVENSKIH GOSLARJEV MAKSIMILIJANA SKALARJA IN BLAZA DEMSARJA ST.

V 20. stoletju sta v Sloveniji delovala dva goslarja, ki sta bila povezana s takratnim jugoslovanskim
prostorom. Maksimilijan Skalar (1908-1997) se je leta 1924 7 druZino preselil v Beograd. Kot obetaven
violinist je bil sprejet na tamkajénjo Akademijo za glasbo. Po letu 1930, ko je uspe$no kondal Se Studij na
Konservatoriju v Pragi, je bil dobro desetletje &lan Beograjske filharmonije in opernega orkestra, hkrati pa
je pouceval violino na Glasbeni Soli Siankovié. Prav v Beogradu je v oletovi mizarski delavnici naredil prve
korake v izdelovanju godal. Znanje je nadgradil v Pragi in po vrnitvi v Beograd Se pri goslarju Karlu
Pariku. Skalar je godala najbolj intenzivno izdeloval v zadnjih treh desetletjih svojega Zivljenja, saj sta
takrat nastali dve tretjini njegovega opusa, ki obsega nekaj ez 230 godal. BlaZ Demégar st. (1903-1981) je
eden izmed najpomembnejsih slovenskih goslarjev prejénjega stoletja in zacetnik skoraj stoletne druzinske
tradicije v izdelovanju godal, kisega v leto 1927, ko je Bla, ki je bil po osnovni izobrazbi mizar, v Sarajevu
izdelal svojo prvo violino, V tistem gasu je tam deloval tudi muzikolog in graditelj violin Bogdan
Milankovié, ki je gotovo spremljal Demsarjevo delo. Bla? je v Sarajevu, Kjer je deloval tudi v Delavskem
kulturnem drudtvu Cankar, do leta 1938 izdelal okoli 100 violin, kasneje v Ljubljani pa petkrat toliko. K tej
Stevilki ni pristetih okoli 150 »poskusnih« godal, ki jih je Demsar izdelal (in kasneje unicil) v iskanju
kvalitetnega godalnega tona, ki mu ga je, glede na mnoga priznanja v tujini, vsekakor uspelo dosedi.

Kljutne besede: gradnja violina, Skalar, Dem3ar, Beograd, Sarajevo / Goslarstvo, Skalar, Demaéar,
Beograd, Sarajevo.
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THE REPETOIRE OF THE OPERA OF THE NATIONAL THEATRE IN BELGRADE (1970-1990)

The paper represent an overview of the performed works of the Opera of the National Theater in Belgrade
during the eighth and ninth decades of the 20th century. At that time, the Opera sought to respond to the
cultural policy of the time in the context of Yugoslav self-management socialism, facing many challenges
such as the issuc of performance and work discipline. The aim of (he paper is to present the repertoire
policy of the mentioned institution as well as the reception of the opera performances in the daily
newspaper Politika.

Keywords: Repertoire politics, Opera of the National Theatre in Belgrade, reception of the operas.

TWO SLOVENE LUTHIERS, MAKSIMILIJAN SKALAR AND BLAZ DEMSAR SENIOR, DURING
BELGRADE AND SARAJEVO PERIODS

In the 20th century, two luthiers connected to the Yugoslav milieu played an important role in Slovenia.
Maksimilijan Skalav (1908-1997) moved with his family to Belgrade in 1924, As a promising violinist, he
was received at the Academy of music in Belgrade. After 1930, when he had successfully completed also
his studies at the Conservatorium in Prague, he was for more than a decade member of the Belgrade
Phitharmonic and opera orchestra, while, at the same time, he was giving lessons of violin at the Music
School Stanbonic, It was in Belgrade, in the workshop his father owned, that young Skalar made his first
approach to string instruments manufacture. He perfected his knowledge in Prague, and once back in
Belgrade, with the hathicr Karel ParZik, Fle lived his most intensive and productive period during the last
three decades of his life when he created two thirds of his life work comprising more than 230 string
mstruments. Blaz Demsar senior (1903-1981) is one of the most prominent Slovene luthiers of the past
century. In 1927, he started a family production of string instruments that boasts almost one hundred years
of existence; that was also the year when Blaz, who was a professional carpenter, made his first violin in
Sarajevo. During the same period, Bogdan Milankovic, musicologist and violin maker, was active there
and he must have known Blaz's work, The lalier was cagaally active in the Workers” Cultural Association
Candar in Sarajevo. By 1938, he had produced about 100 violing, and five times as many during his stay in
Ljubljana. However, these numbers do not include some 150 sexperimental” string instruomenls Demsar
made (and destroyed laler) while scarching for a quality tone, which he had finally achieved if judging by
numerous prizes he received abroad.

Keywords: Lutherie, Skalar, Demsar, Belgrade, Sarajevo.
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HAPO/IHA ITECMA Y UTPA V YIUBEHMIIMMA MY3WUKE KYATYPE ~-MATEPIbA MEAOAUJA
Y O@YHKOUJU MY3UUKOI PA3BOJA

Hapoaity riecmy 1 UTpy aHaAM3HPaMo Kpo3 H3b0P U PeA0Cae My3UIKIX CaapiKaja, CTPYKTYPY yiOeHvka,
aAM ¥ KPO3 METOAMMKY araparypy Koja joj npuriaga, Kako 0M ocperauau 3Hauaj M MecTo Koje ayrop
yubenuka BUAN ¥ MATEPIs0] MEAOAW|M, KAO OCHOBHOM MY3MYKOM MaTepujasy na kome Ou rpebaso
sanoueryt paj Ha PaspBojy MY3UUKMX CIIOCOBHOCTH Y NPUOPEMM 33 MY3HUYKO OIIMCMEIhaBarbhe.
[oaudyuxumonaany noreniujas napoaue necme u urpe Suhe jeaatt 04 riapamerapa xoju he rnoxasaty
¥ KOJOj MEepH ce My3MUKM MaTepHjaa MOXe CBPCTATH y HAMEHCKY, Kako DU samucta uMao (yHKLI]Y 3BYTHMX
nacaara, mro he Kacuuje BOAMTU ¥ Ka 3BYYHUM IIpeAcTaBama. AHAAM30BAaH je xopryc ynbenuxa u
TIPUPYHMKA 32 IPBK paspes u Be3a KOjy OCTsapyje ca HOBUM I1AaHOM U [IPOrPaMOM TAe C€ VIHCHCTUPA Ha
METOAMUKO] NapaAuTMU 3BYK-TyMaueme-nojam. Pesyaratu ripu esaayalmju yiibeHmnka yxasaau cy Aa ce
My3HUIKK CaAP3Kaju BpAo decTo yMehy aexaapaTusHo, TeMartcKy, 0€3 CHCTeMCKOT [1p1UAada, HumMe ce rybu
(YHKIMOHAAHOCT KOPUIThea My3HYKOr MaTepujada, HapouuTo Kaja je HapoAHa IecMa y INTarby.
Camum TM, YIBEHUK HE MOKe Ha aAeKBaTaH HAuMH CAY>XKHTH K0 IOTIIOPHO CPEACTBO MYy3HUMKOT passoja,
seh caMo kao cyporar onepaluoHaAr3alje nporpaMa, 6es jacHor cucreMa O CBPCHCXOAHOCTH My3HUKOT
Marepyjada. YoueHa je 1 BeOMa BeAVKa CAMYHOCT ca ynOenuyMa Jpoile resepanuje, OCUM Y jeAHOM
yubeHuKy, 110 MIPeACTaBAa jeAaH O4 BaKHMX 3HAKOBa Y KOjoj MepH je ayropy ymbenmxa SUTHO Aa
MHOBHM A COTICTBEHU CUCTEM Paja ¥ Ha KOjU HauvIH.

Kmyaie pequ: Hapoana IecMma, HapoAHa urpa, yuOeHuK Myauake Kyatrype, HOANPYHKLMOHAAHOCT
necMe, U3BOPHU (POAKAOD.
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NHANKALMIA EBPOIICKE MY3UUKE TPAAUITUIE ¥V CABPEMEHOM CBUJETY IIVJAHU3IMA

YMjeTHUUKa BPUjEAHOCT BUCOKOYMHE MYBMKE O4 PEHEecaHce J0 AAHAINEbUX JAaa XOja ce BUjexOBMMa
pasBujaia Ha TAY EBpOre KOHCTaHTHO ce HOTBPHYje KOHTUHYUPAHNM PEIIPOAYKOBAbEM I HeTIPECy IIIeHUM
unTepecosameM 11yGanxe. Pasymjesame OBe Bpcre Mysuke rnoapasymjesa u oapebeno mysiixo
oBpa3oBathe EBUAEHTHY IIMCMEHOCT KOjM ce CIripopoae y obpasosHoMm cmctemy. Y cspXxy Gomer
aKLeIrTyparsa M pasyMjeBarba My3MKe My3udka [eAAroTuja MHCHCTHPa Ha yIO3HaBamy Ouorpaduja u
AVMHOT >KMBOTa 1heHux crsapacia. CanaHo je v ca ussobamursoM. Beauky rexHOACIIKM ¥ MeAMjCKU
Halipejak y KoopAuHauujyu ca cejerckom raobaamsarujom xoje je sonmo XXI sujex aonpunmjean cy
€HOPMHOj eKCITaH3M| yMjeTHUKa pasHux npoduiaa 13 Asuje. Y CBUjeT ryjaH3aMa Ha BeAUKa BparTa CTYIo
je saBuAaH Opoj HMjaHKCTa KOJUX Y MY3U4Koj Mcropuju Huje 6uao. Ja 61 3240806141 €B0j aQUHUTET ¥
VIHTEPEeCOoBalbe JIpeMa eBPOIICKO] MY3UI, Te HOCTHUTAN 3aBMAHI HMBO Y FheHOM u3soDersy roapasymjesa
ce ga Cy uUCTOYHM Hapoay Mopaau npohiw Kpo3 3alaiHi IIKOACKM CUCTEM, KOj MM paHuje Huje b1o
Aocrynan. 3asuaan u3sobauky HmuBO Koju UM je oMOryhmo Harpase Ha peAeBaHTHUM ¥ TTPeCTVKHIM
CBJETCKUM  TAKMHUUEILMMa, Kao M pecrnexrabuaHe HHTepHALMOHaAMe COAVCTHUKE Kapujepe y
KypUKyAYMUMa Nujanncta u3 Asuje Aokasyjy Aa je MyaMuka yMjeTHOCT YHMBEP3RAHA YMJETHOCT ¥ KOjO]
HeMa MjecTa CTEPeoTHITY Aa je eBporicka My3udka TpaAMliVja y CABPEMENO] CBJETCKO] KOHCTeAAluju
cBojcrBeHa caMo Espoiisanmma.

Kaibyare pujeun: Mysmnuka Tpaanlinja, MeAMjH, IIMjaHU3aM, KYPUKYAYMU,
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SONG AND DANCHE IN MUSIC CULTURE TEXTBOOKS - MATERMNITY MELODIES 1N T
FUNCTION OF MUSICAL DEVELOPMENT o
The folk song and dance are analysed herein through the selection and order of music contents, the
structure of the textbook and the methodological apparatus pertaining to i, in order to shed light on the
importance and the place of the native melody, as perecived by the textbook author in terms of the basic
music material that one’s work should begin with in the development of music skills during the
preparation for musical literacy. The polyfunctional potential of the folk song and dance will be one of the
parameters that wifl show the extent to which musical material can be specifically designated to serve the
purpose of sound deposits, which will later lead to sound performances. A corpus of texibooks and
teachers' manuals for the first grade has been analysed, as well as the connection that it has with the new
syllabus, which insists on the methodotogical paradigm sound-interpretation-concept. The resuits of the
textbook evaluation show that music contents are often used declaratively and thematically, without a
systemic approach, thus affecting the functionality of the use of musical material, especially in the case of
the folk song. Consequently, the textbook cannot adequately serve its purpose as a means of musical
development, but only as a surrogate for the syllabus operationalisation, without a clear systematic
approach to the relevance of musical matertal. A high degree of similarity was also noted in comparison
to the textbooks of the previous generation, except in one textbook, which is an important sign regarding
the extent to which the textbook author finds it important to innovate their own system of work and in
what way,

Keywords: folk song, folk dance, textbook of musical culture, poly-phuntional of the song, original
folklore,

INDICATION OF THE EUROPEAN MUSICAL TRADITION IN THE CONTEMPORARY WORLD
OF PIANISM

The artistic value of the high-tech music from the Renaissance to the present day that has evolved
throughout the years at Europe’s soil is constantly confirmed by the continuous reproduction and the
unwavering interest of the audience. Understanding this type of music also implies a certain literacy in
the educational system. [n order to better accept and understand the music, music pedagogy insists on
acquainting the biography and personal life of its creators. Similar to the performance. The great
technological and media advancement in co-ordination with the globalization of the XXI century has
contributed to the enormous expansion of artists from various Astan profiles. In the world of pianos at the
grand gate, there was an enchanting number of planists whose music history was not there, To meet their
affinity and interest in European music and achieve an enviable level in its performance it implies that
castern nations had to go through a Western school system that was previously unavailable, The
enchanted performance level that enabled them to make prizes at relevant and prestigious world
competitions as well as respectable international soloist carcers in Asian pianist curators demonstrate that
musical art is a universat art where there is no place to stereoty pe that the European musical tradition in
the contemporary world constellation is unique to the Europeans.

Keywords: Musical fradition, wedia, pianism, curriculun.
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CETUMO CE ITAHA KOJU JYPU HUM®Y - 3BYUHU OMAX MUTY O HACTAHKY DAAVTE Y
KOMITO3ULM MUMUIIPY IBAHE CTE®AHOBWH

Visara Credpanonuli (1948) je ayTop suamenuror »paayrckor omyca”, 360r yera joj IpuUIasa BaXKHO MeCTo
¥ CPIICKOj yMETHOCTH (paayre. Fberta xomriosuuja Minvunpy o 17 (1981) unrpurupa cBojuM 04HOCOM
npeva MuTy O HACTAHKy IManope ¢pyae/daayte, Koju je mucnmpucao OpojHE yMETHHKE PAZAUUMTIX
CTUACKHX YCMepetha. i pajsa jecre ripejouasare KOMIO3MIFOHIX IIOCTYIIAKA KOJUMa je OCTBAPeH OBaj
aByqHu OMX MHMTY, HA OCHOBY Yera ce 4ea0 IOTOM IO3MIMOHMDA y (daayrckom) onycy Visane
Credanosuh 1 (cprickom) (paayTcKkoM crBapajanrsy u ussobamrrsy. Harmcarno sa uysenyt Xop ¢paayra
quju je yMeETHUUKI AMPEKTOp Buo peroMupanu KoHUEpTiy (paayrucra u regaror Muoapar Asatbary
(1932-1997), MUMMIPY CE TEMEAN HA PASHOBPCHUM LPOIIMPEHNM TEeXAHKAMA csuparsa (paayre, THjoM
ce puMeHoM paayrcxy 3BYIM HeHpexnAHO TpancdopMuIy cumyavpajyhu, Ha npumep, rpyarse Hora
Ilana sa pusdon Cupuuxe, npecbpaskasarse HiMde ¥ TPCKY MAM XYK BETPa KOJU CTBapa 3ByK Ha IManosoj
Ppy.au. VIaKo Cy MIOTH ayTOpH 31 patuje ucruTusaam obaact nporupesHnx GpAaayTcKux TeXHuKa (MOXKaa
je I—I&jHOS[/IaTIijﬂ nperxoainita aeaa Vsare Credanosih xommosuuumja 'aac [Voice] sa coao Ppaayry [1971]
jartatickor KOMIO3UTOpa Topya Taxemunya [Topy Takemurey, 1930-1996]), 3Byqnn excriepMMeHT KOji je
KOMIIO3UTOpKa OCTBapuaa je jeamucrsen Oyayhm aa cy moryhHocTt xopa (aayra HEMHWHOBHO
pastoBpCHuje. Aeao MuMmuipy uma HuoHupeKy HO3UIUy ¥ CPIICKO]j (pAayTeKoj AUTEPATYPH, Y ITOrAeAy
3aCTyTLAEHOCTH HOBHX TEXHIKA CBUPATha U TOCTOjarka IPYHIIHIIA KOHTPOAKCcate azeatopuxe. byayhu aa
je HaCTaso y TOKY yCaBpIuaBatba KOMITO3UTOPKE Y INapusy, na MIPLHAM-y, oanocho, Taja BOAehOj
MECTHTYLMJM 38 €ACKTPOHCKY MYSUKY, HOBM 3BYdHN HPOCTOPW KOju ce OTBapajy WMHOBATOPCKIM
TpeTMAHOM TOHCKO-TeXIHKIX moryhHocry pasawantux tunosa aayra (MeDy kojuma je u raHOBa
(paayTa) MECTHMUIHO ACOLMPAjy HA EACKTPOHCKM YEHEPUCAH 3BYK 1 nHebpojene moryhnocrn erose
TpaHC(})OpMﬂH”je' Texipa Ka HIMPERY 3BYUHMX HOTEHIMjaAa 1 M3PaXKajHOCTH MHICTPyMeH(a)Ta, koja ce

yosana y OBOM AC2Y, Y1y hyje Ha jeAant 04 HajsHATAJHMX €AEMEHATa CTBAPAAAUKE TIOCTUKE KOMITO3NTOPKE

— YiCTpaKMBAaIbe 3BYKA 1 3BYIatha.

Kayse petss Wrana Credanosuh, Mumnupy, Xop ¢paayra u Muocapar Asarsaty, IpOIIMpeHe TeXHMKe
couparba (pAayTe, CPICKa yMETHOCY daayre.

Ap Baagumup JAHEBCKU
Vausepsuter ,Joue Aeaves” — i (Maxegonuja), Mysirixa aKazemuja

via jan@yahoo.com

SKEHCKM OBPEAHU ITOBOPKH BO MAKEAOHCKATA ETHOKOPEOQAOMIK A
KAACUPUKALVJA

epcxure OOpeaAHd TOBOPKM BO Makejonuja, Kako Aea 04 KaAeHAAPCKMOT NMKAYC Ha obuyau
IIpercrasyBaaT ,00pean Ha HHUIVjayja”, MOTOYHO BOBEAYBAILE Ha AEBOjuMIbATa BO eAeH IIOUHAKOB CBET,
a Toa e CBeTOT HA BO3PACHIITe, OAHOCHO FIPETCTABYBAkLE Ha MHMLMjaHTUTE BO ONIITEIITEEHATA CPeAVIa
Kako 3peaa AMIHOCT. O4 31MCKHOT KaAeHAAPCKI HUKAYC BO SKEHCKH oBpeAHu 1IOBOPKY, BO OBOj TPYA, Ke
ce mpoyuypaar sapsapyuiKume U soduuApcKyme, 04 NIPOAETHYMOT - AMAPCKUME W UBAHOCHCKUME, O
HPOAeTHO-AETHHOT HEKAEHAAPCKI HPASHUMEH CHCTEM Ce IpOyysaar dodoAckumne.

K byie pesyt: OOPeAHIt TOBOPKH, G00uMapKy, 6apsapyuL, Aasapicu, eandeni, 000oax.
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REMEMBERING THE PAN CHASING A NYMPH - SOUND HOMAGE TO THE MYTH OF
CREATION THE FLUTE IN MIMICRY BY IVANA STEEANOVIC

Ivana Stefanovic (1948) is the author of the notable "flute opus”, which makes her an important composer
in Serbian flute art. Her composition Mimicry op. 17 (1981) intrigues with its own relationship with the
myth of the creation of the Panpipe/Pan flute, the myth which had inspired many artists of different
stylistic orientations. The aim of paper is to present compositional procedures which exist in this sound
homage to the myth, and also a positioning this work into the (flute) opus by Ivana Stefanovic as well as
in the (Serbian) flute literature. Written for the renowned Flute Choir, whose art director was a famous
concert flutist and pedagogue Miodrag Azanjac (1932-1997), the Mimicry is based on a variety of extended
flute techniques; thanks to them flute sounds are constantly transformed and are simulating, for example,
the running of God Pan for nymph Syrinx, transformation of the Syrinx into a reed, as well as the motion
of the wind which creates a sound on the Pan flute. Although many authors have already examined the
area of extended flute techniques {perhaps the most famous predecessor of [vana Stefanovic's composition
is the Voice for solo flute [1971] by Japanese com poser Toru Takemicu [1930-1996]), the sound experiment
accomplished by her is unique, because the possibilities of the flute choir are inevitably greater. The
Mimicry has a pioneering position in Serbian flute fiterature, in terms of the presence of new techniques
of playing, as well as the existence of the principles of controlled alcatorics. Since it was created during
the training of composer in Paris, at IRCAM - the leading institution for electronic music at the time —, the
new sound spaces, which are opened by mentioned treatment of the sound-technical possibitities of
various types of flutes (among them there is the Pan flute), can remind us of efectronically generated
sound and countless possibilities of its transformation. The tendency towards the expansion of the sound
potentials and the expressiveness of the instrument, which is noted in this work, can be linked to the one
of the most important elements of the composer’s poetics, which is the ex ploring of the sound phenomena.

Keywords: vana Stefanovic, Mimicry, The Flute Choir and Miodrag Azanjac, extended flute techniques,
Serbian flute art.

WOMEN'S RITUAL PROCESSIONS IN THE MACEDONIAN ETNOCHOREOLOGICAL
CLASSIFICATION

Women's rituals in Macedonia, as part of the calendar cycle of customs, represent "rituals of initiation”,
the ongeing introduction of the girl into another world, which is the world of the actalie, that is, the
presentation of the initiators in the community as a mature person. From the winter calendar cycle in
women's rituals, in this paper, the varcaruski and vodicarld, from the spring - the frzarki and the feandenki,
from the spring — summer -year non-calendar holida v system will be studied the dodoele rituals.

Keywords: ritual processions, vedidarki, wrtrurr sl lieorkl, Teandenki, dodoli
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ACUMETPUYHE / HEIIPABVI/IHE MEPE ¥ ®PAHIYCKOJ AUTEPATYPU 3A HACTABY
COADPEBA: IPUCTYIIN U UMITAEMEHTALMJE

O6aCT pUTMa TIPEACTAB/AA jEAAH OJ U3Y3eTHO aHauajHyX cermenara Hacrase coadeba y Pparnyckoj. jow
o4 XIX Bexa ayropu aureparype 3a coaeDo y KONTMHYUTETY CY IOKa3UBAAN BEANKO UHTEPECOBAILE 5a
My3paKM puTamM, niTo notsphyje nMrosanTax Bpoj CryAuja, HPUPYUHUKa ¥ 3OUPKH ACAMMUIIO MAK Y
notynocyi nocsehenyx 0soj macrapoj obaacry. C 063upom Ha TO Aa je y IPUCYTHIM KtbUraMma rpesary
YMaK ¥Maaa CTanAapAHa (3a 3a1agHOEBPOIICKY MY3uKy) (bOpMa CUMETPHUIKUX MEPA IIPEACTAaBAEINX KPO3
MPaBIAHOCT ABOACANIMX M TPOAGAHMX BPCTa €A PaBHOMEPHOM IyACALIVjOM jEAMHMIILA, TIOCTABMAO Ce
mATame — Kako Cy (PpaHIyCKM ayTopu METOANMIKM OJpearosalu Ha roTpeby 4a ce y CHUCTEMY
npodecionante nacrase coadeba nocefua maxma yemepu i ka, 3a IDUXOBY MysudKky TpaAuLIHjy,
HeTuTIHIM Gopmama KOje cy MMeHOBaAN Kao LacuMerpudHe” nau, rak, ,Herrpapuane mepe”? WMuvajyhu
Ha YMy HaBEAEHO TOJA3UIITE, Pag BU ce yemepuo Ka MCTpakuBarby xoje Bu omoryhuao soHolIeH:e
3aKAYUKA O AACKBATHOM I[PUCYCTBY OBOT CErMEHTa 113 ofaacty puTMa, Ka0 1 pacpeT/baBarby HPUCTyIa
Koju cy pppaHilycku ayropu AuTeparype sa coadeho Brpady NpUAMKOM Tymauersa caapiaja, Kao u
HauMIa Ha KOjM CY MMILAEMEHTHpPaAW HaseAeHy Martepujy y CBOjUM KEBRMIaMa 3a HacTaby coadeba.
[MoceBHa maxiba Guaa Gu mocsehena u rpezeHTAIMjK Y30paKa KOjU CY TPEACTABALAAY TIOAASUITE 34
TyMadehe aCUMETPHUYHUX Mepa, ¥ CMUCAY yraphusaiba pasauka y npuctyny usmely ,crape” u ,Hose”
Ppantrycke mikoae coadeba. Hia pasa npesacxoaHO 61 610 ycMepeH Ka IIpyKasy Moryher npucTyma
Koju BU HPeACTaBba0 METOAUIKH MOAEA 32 OCTRApUBathe UMILAEMELTaLMje cajpiKaja HETUITMHIIOr 3a
jeario noateGme, Koju 61 GO MYysUUKI OCMULIAEH, 8 HE CAMO TCOPETCKI IIPOTyMateH.

Kmyse peurs: acMMeTPUIHE MEpE, ¢ppanuycka aurepartypa, coadebo, mpuctyry, MUMIIAeMeHTaL1je.

Credan IBETKOBUH, MA
Yuusepaurer ymertnoctu y beorpaay (Cpbuja), Paxyarer My3uuKe yMeTHOCTY
stefan.cvetkovich@gmail.com

CUMITTOMM MOAEPHUCTUYKUX TEHAEHLIVJA ¥ MY3UKOM MU3AABAIITBY KPAJA XIX
U ITOYETKA XX BEKA

Youasajyhm kopecrionjenrtae TeHARHIje Koje CY Ce TOKOM IOCACAILIX aenergja XIX u nipBux genenuja
XX Bexa oaurpasase usmeDy My3uuKOr M3AaBariTEA U napobaukux rpakcm, y paay ce Hactoje
NEePIUTIMPAT OHM CHMITOMY KOji Cy yHyTap ypeAHUIKuX ¥ PelakTopCKiX AeAaTHOCTH nMaan
MOACPHUCTHIKY KapakTep caobpasad MHTEPIIPETATHBHIM TeXHhaMa AaTOr BpeMeHa. Ayrop Hacroju Aa
oBpasaoKu Tesy o Kojoj je cBe yuecraduje OKpeTarne nyBGAMKOBarby IEeAOKYITHUX A€Ad MYy3IUKNX
cTBapasala, a MocebHO YPTEKCT U3Aarba, IPeACTanbalo HAroBelTaj CBe M3Pa’keHujer HacTojara Xa
YCIOCTAB A2y KOHIENTa My3IIKOr KaHOHA, OAHOCHO — KOje je GMAO CHMIITOM Che M3paykeHuje CBeCTI O
MY3IKO] AUTEPaTypu (Kako caBpeMero], TaKO M OHOj U3 HPOTEKAMX €f10Xa) KAO YMEeTHHUKOM Hacaeby.
OaaBpaue nybauxanuje Aeaa Ayasura sai berosena, @panna [lybepra u @peaepuxa Illonena usaanatie
TOKOM 0BOT pasaobaa rocayxulie y pagy Kao cTyauje caydaja y crarycy MapaAurMarckix mpumMepa sa
HABEAEHE XUTIOTESE,

Kj.'by"-IHe pe: MBAaBaHITBO, MY3MHKO manobaurmo, MOAEPHM3aM.
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ASYMMETRIC/IRREGULAR MEASURES IN FRENCH LITERATURE FOR TEACHING
SOLYEGGIO: APPROACHES AND IMPLEMENTATIONS

The rhythm areais one of the very important segments of soifeggio teaching in France. Ever since the XIX
century, the authors of the literature for solfeggio continuously showed great interest in the music rhythm,
which is confirmed by an impressive number of studies, manuals and collections partly or completely
devoted to this teaching field. Given the fact that in the present books prevail, however, the standard (for
western Luropean music) forms of symmetric measures represented by the regularity of two-part and
three-handed types with unitormt pulsation of the units, the question was raised - how did the French
authors methodically react to the need for a system of professional teaching of solfeggio directs special
attention (o, for their musical tradition, atypical forms that they have named as "asymmetrical” or
“irregular measures"? Bearing in mind the above starting point, the paper would focus on rescarch that
would make it possible to arrive at a conclusion on the adequate presence of this segment in the rhythm
area, as welt as to clarify the approach that the French authors of literature have solemnly chosen for the
interpretation of the content, as well as the ways in which they have implemented the aforementioned
matter in their books for teaching solfeggio. Special attention would be devoted to the presentation of the
samples that were the slarting point for the interprelation of asymmetric measures, in terms of
determining the differences in the approach between the "old” and "new” French schools of solfeggio. The
goal of the work would primarily be to present a possible approach that would represent a methodicat
model for achieving the implementation of antypical content for a single climate, which would be
musically designed and not only theoretically interpreted.

Keywords: Asymmetric measures, French literature, solfeggio, approaches, im plementations.

THE 5YMPTOMS OF THE MODERNISTIC TENDENCIES IN MUSIC PUBLISHING IN THE LATE
XIX AND THE BEGINNING OF THE XX CENTURY

Recognizing the correspondence tendencies that have occurred during the last decacles of the 19th and the
first decades of the 20th century between music publishing and performing practices, the attem pts of the
paper is to perceive those symptoms that had a modernist character in the editorial activities similat to the
nterpretative aspirations of a mentioned time. The author strives to explain the thesis that the increasingly
frequent turning to the publishing of the entire opuses of the significant composers, and especiatly the
publishing of the urtext editions, was the indication of a growing tendency towards the establishment of
the concept of a musical canon, that is, a symptom of a growing awareness of musical literatire (both
modern and from the past epochs) as an artistic heritage. Selected publications of works by Ludwig van
Beethoven, Franz Schubert and Frederic Chopin published during this period will serve as case studies in
the status of paradigmatic examples of the mentioned hypotheses.

Keywords: Publishing, music performance, modernism.

87



Ap Vsana XPTIKA BEIIIKOBAL
Ap Visana APOBHU
VuypepsuteT yMETHOCT

i.hrpka@hotmail.com
ivana.drobni@gmaif.com

30PMCAABA M. BACU/BEBUh: MCKYCTBA ¥ AIIZIMKAUMUIE BYTFAPCKE HACTABE
COAGEBRA Y CPIICKOJ IIEAATOMIKO] AUTEPATYPU

un y Beorpaay (Cpbuja), ®axyarer My3uuke yMETHOCTH

Ipema ceharsy 3opucaase Bacuaesuh, jour 40K je Buaa gesojunita, eMunentau Gyrapekn (oaKA0pucTa,
Crojan Llynies, NpuAKMKOM I1CceTe 1hIX0BO] Kyhi, 3a4asao je MeAOAMjCKe AUKTATe 1bOj M ILeHOj CecTpy,
Mupocaasu Bacumesnh, nesajyhu Gyrapcke napoaHe rnecMe ca KOMIIAMKOBaHMM MepaMa Kao mrto je 11/8,
3opucaasa je Te MeaoAuje 3anucrsasa Be3 rpemke, TuMe A0Kasyjyhu MCIIPaBHOCT METOAMUKOT TPUCTYIIA
y sracrasu coadeba cpora ona, Muoapara Bacipesha. beamaao ase geriernje kacHuje, XPHANKOM IIOCETE
Byrapcxoj, mpodecop [lyues ce cerno Tor Tpenyrka u yKkasao joj BEAMKO AMBAEIbe ¥ IIOINTOBAIbE TPes
CBOjUM CTyAeHTIMa, Ycnocrasaajyhu npodgecrnonaado rosnaHerso ca Visanowm Tleesum, TokOM cBOr
cryaujekor nyrosarsa y Byrapeky (1964. u 1979. roaune), 3opucaasa Bacumesuh je uMasa puAuky ga
YIIO3Ha Y TO BpeMe u Apyre spcHe 1reaarore (Tpenaadiia Muaanos, Kamen Honaumurpos, 3se3ga Jonosa)
U A2 CIIO3HA CYLITHHY IBUXOBMX MeTOAMYKMX cMeprnna. Cymupajyhu uekycrsa u3 riocete Byrapekoj, aan
YICTO TAKO ¥ aHAAUTUIKK caraeaasajyhu gomere Dyrapekux kisura 3a coadpebo, 3opucaasa Bacusenih je
younda MOTYNHOCT NpUMeHe TIO3MTUBHMX TeHAEHIM}A ¥ CPIICKY HeJarolIKy AMTepaTypy 3a coadeho.
Crora, osaj pag MMa 3a NPUMapHN NMAb — YKA3UBALE HA yyuHuone xoju norsphyjy Aa je 3opucaasa
Bacuaesuh, npeysesnin ovesa MCKyCTBa, cazHaiba 1 OrAeAe BesaHe 3a Hacrasy coadeba, ¢ jeare crpane,
Kao 1 YIIO3HABAMEeM OYyrapCckux MeTOAMUKMX penieiba, ca APyre cTpaHe, CBOJMM 3ajararbeM ¥ TPyAOM
ycreda Aa, Ha OCHOBAMA TPaAMLIMOHAAHOT MY3HUKOF OKBHPA, M3rpad YHUBEP3aAHy KOHLEIT y HACTaBK
coadeba.

Kmyure peurm: 3opucaasa Bacuaesuh, Oyrapcka macrasa coadeba, Crojan Ilyues, Visan Ilees,
TPAAMIIUOHAAHY OKBYIP, YHUBEP3AAHM KOHEEIIT.

Mp Msana HEPOBWH
Ileba XAPT, MA
Yuusepsurer y VMicrounom Capajesy (Perrybauka Cpricka, buX), Myanuka akajgeMuja

pedjahart@hotmail.com
HOBA JEAHOCTABHOCT ¥V TYKHUM ITECMAMA BOJMHA KOMA AVHE

Luxaye coao rjecama Ty>kHe mecMe Npuraja NOCaxeArboj crsapaadxoj Qpasu Bojuna Komaguue, y kojoj
ce MCIObaBajy KapakTepuCTUKe HOBe jedHOCTABHOCTM HA I10ALY MY3MYKO-CIMACKUX M3PAKAJHUX
cpeactasa, ca Ipumjecama cpricke Hanyonazne obojenoctu. Osa beao npumaga rpyny KxoMIrosumiuja
HaCcTaAuX AEBEAECCETUX IOAMHA y KOjuMa ce WCHOMbaBa Kpajiby 0B8AMK MY3HUKOT CTpeMberha KOjU ce
HATOBjeILITaBa0 ¥ HeKUM hearma roueslIn 04 ceAaMAeCceTHX TOAMHA TIPOINACT Bujexa. ¥ paay he Guru
caraezaHy eAeMeHTH NpouMinheHOr KOMITO3UTOPOBOTr M3pasa, EBMAEHTHO IOjeAHOCTABAEHM MAM
CBeAeHM HAa MMHUMYM Y CBUM MY3UUYKMM HapaMeTpuMa MOUeBIIH 04 AUHeapHe, PUTMUYKO-KIMHETHYKE,
aKyCTUyKe, XapMOHCKe, (opmaane, TOHAAHEe ¥ KOJOPMCTHMUKe AMHaMuKe. /urepaprm caapykaj u
kapaxrep nukayca TyxHe necme ynyhyjy na A0KuB/Abaj HeMIANX OKOAHOCTY, paTa 1 MabjeraninTsa, Koju
cy TMOFOAMAY KOMIIO3WTOPA # IIPOCTOP Ha Kojem je skusuo u crsapao. Vssegenn saxamyunm he
Aoripunujery adpupmanmjn i boaeM pasyMujesarsy 1103He (aze KOMIIO3HTOPOBOT CTBAPAAAILITEA.

Kayune peau: HOBa jeguocrasitoct, Bojun Komaauna, Tysxre necme.
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ZORISLAVA M. VASILJEVIC: EXPERIENCES AND APPLICATIONS OF BULGARIAN TEACHING
SOLFEGGIO IN SERBIAN PEDAGOGICAL LITERATURE

According 1o the memory of Zorislava Vasiljevic, while she was a girl, the eminent Bulgarian folkiorist,
Stojan Dzudzev, during the visit to their house, gave melodic dictates to her and her sister, Miroslava
Vasiljevig, singing Bulgarian folk songs with complicated measures such as 11/8, Zorislava recorded these
melodies without error, thus proving the correctness of the methodical approach in teaching solfeggio of
her Tather, Miodrag Vasifjevie. Nearly two decades later, during a visit to Bulgaria, Professor Dzudzev
remembered that moment and showed her great admiration and respect for her in front his students.
Faving established a professional acquaintance with Ivan Peev, during his study towr to Bulgaria (1964
and 1979), Zorislava Vasiljevic had the opportunity to meet at thal time and other excellent pedagogues
(Trendafil Milanov, Kamen Popdimitrov, Zvezda Jonova) and to fearn the essence their methodical
guidelines. Summarizing the experiences from visiting Bulgaria, bul also analytically considering the
scope of Bulgarian books for solfeggio, Zovislava Vasiljevic noted the possibility of applying positive
tendencies in Serbian pedagogical Hterature for solfeggio. Therefore, this paper has as its primary objective
- the pointing to factors that confirm that Zorislava Vasiljevic, taking over her father's experience,
knowledge and views related to the teaching of solfeggio, on the one hand, as well as getling acquainted
with Bulgarian methodical solutions, on the other hand, with her dedication and effort on the basis of the
traditional musical lramework, managed to build a universal concept in the teaching of solfeggio.

Keywords: Zorislava Vasiljevic, Bulgarian solfeggio teaching, Stojan Dzudzev, [van Peev, traditional
frame, universal concept.

NEW SIMPLICITY IN VOJIN KOMADINA'S SAD SONGS

Sofo songs cycle Sad songs belongs to the last creative phase of Vojin Komadina, which manifests
characteristics of new simplicity at the field of music expressive means, with the addition of Serbian
national cotors. This picce belongs to the group of compositions created during the nineties which shows
final form of musical aspiration which was hinted in some pieces starting from the seventies. Elements of
cleansed composers expression will be shown in this paper, clearly simplified or reduced to minimum by
all musical parameters, beginning with linear, ritmicaly-kinelic, acoustic, harmonic, formal, tonal and
color dynamic. Literal content and character of the cycle Sad songs indicate unfortunate circumstances,
war and exile, that impacted composer and the space where he fived and worked. Derived conclusions
with help atfirmation and better understanding the late phase of composers work.

Keywords: New simplicity, Vojin Komadina, Sad songs.
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